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INTRODUCTION 
The papers, published in this issue of the Iowa State journal of Re-
search , are a selection of those presented at Iowa State University's fourth 
Shakespearean Symposium on April 2-3 , 1982. This symposium was titled 
"Shakespeare and His Comtemporaries." The subjects of the papers ranged 
from Shakespeare's contemporaries , Marlowe , Jonson , and Middleton, through 
various aspects of Shakespeare's own work to modern productions of A Mid-
summer Night's Dream . Once again because these papers cover a variety of 
individuals and subjects within the English Renaissance , the title of this col-
lection is Aspects in Renaissance Scholarship II. 
In addition to the papers the symposium included a panel discussion 
of "Staging Shakespeare with Amateurs," an address by John Houseman , 
and a production of The Taming of the Shrew by the National Shakespeare 
Company of New York City. 
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HENRY V AND TAMBURLAINE: 
THE STRUCTURAL AND THEMATIC RELATIONSHIP 
William J. Brown* 
ABSTRACT. In Tamburlaine, Part I, Marlowe exalts the aspiring mind of his 
hero in a tripartite structure that emphasizes, in turn , three distinct but com-
plementary dramatic contexts: Machiavellian political science, de casibus and 
providential retribution, and chivalric romance. In Henry V, Shakespeare 
adopts Marlowe's conqueror-play structure but with significant modification. 
While the main plot moves upward, first in a political, then a providential, and 
finally a chivalric-romance context, the comic underplot moves downward in 
chiastic burlesque, from a chivalric-romance, to a providential, and then to a 
political context. Whereas Tamburlaine is iconoclastic and romantic, Henry V 
is conventional and moral. The emphasis of Tamburlaine falls on the ending, 
the romantic triumph of the hero . In Henry V, the chiastic structure focuses 
on the middle or providential division. Consequently, Henry V, more than 
Tamburlaine, explores rather than exploits the relationship between concepts 
of providence and responsibility for public and private actions. 
Additional index words: Shakespeare, Marlowe, Henry V, Tamburlaine, 
Renaissance drama, and conqueror-play structure. 
Marlowe's Tamburlaine has not received proper credit for its influence 
on Shakespeare's Henry V perhaps because the significant studies of their 
relationship emphasize thematic aspects but ignore or deny the structural.
1 
Thus Dover Wilson can assert that for Shakespeare to tell the story of Henry V 
on the stage, "then a new form of drama must be invented;" and J. H. Walter 
likewise concludes that "Henry V is daringly novel, nothing quite like it had 
been seen on the stage before. "
2 
To the contrary, I wish to suggest that Shake-
speare's dramatic genius finds expression in Henry V more though his adapta-
tion and perfection of a conqueror-play structure derived from Tamburlaine 
than by the invention of a new dramatic form. Almost alone of Marlowe's 
contemporaries, Shakespeare seems to have perceived and improved upon the 
basic dramatic structure of Tamburlaine rather than being led astray hy the 
force of its "drumming decasillibon" and "mighty line."
3 
Marlowe's Tam-
burlaine, especially Part I but with overtones of Part II, impr~ssed Shakespeare 
profoundly, structurally and thematically, and pointed to him the way for epic 
achievement in Henry V. 
*Department of English, Southern Illinois University, Carbondale, IL 62901. 
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Although published in five-ac t form , Tamburlaine, Part I , is tripartite 
and, in the manner of the popular hybrid plays of the time , linear and episodic. 
As David Bevington has shown, the structure derives from the Psychomachia 
drama and is so constructed as to lead to a final moral conclusion .
4 
But Mar-
lowe's purpose is to exalt the aspiring mind of his hero; and to this end, for 
greater dramatic suspense , he consciously exploits the conflict existing between 
his inherently moral structural pattern and his secular subject matter. 
5 
Thus in Acts I and II , Tamburlaine rises to the throne of Persia against 
a background of the new and non-providential political science of the Italian 
humanists- in particular, of Machiavelli's The Prince-so as to make credible , 
in rational terms, the downfalls of Mycetes and Cosroe, his Persian opposition . 
Yet the tenets of the new political science in no way circumscribe the actions 
of the hero , whose character is essentially romantic rather than realistic. In 
Act III , Tamburlaine is the agent de casibus and providential retribution 
against the Turkish emperor Bajazet. But his exaggerated atrocities in Acts IV 
and V, climaxed by a victory over the father of Zenocrate and the death of 
her betrothed , show the hero as little vulnerable to de casibus retribution as to 
violations of the precepts of non-providential political science. The play ends 
with Tamburlaine's announced marriage to Zenocrate, a carefully constructed 
analogy to the death of Turnus and the marriage of Aeneas and Lavinia in 
Virgil's Aeneid. The ending confirms Tamburlaine's ascension to power in a 
sympathetic context of chivalric romance: th at peculiar Renaissance melding 
of classical epic with medieval romance . 
The dramatic form of Tamburlaine, although linear and episodic , is 
also thematically and structurally tripartite. It serves to exalt the aspiring mind 
of the hero in three distinct but complementary contexts: first, non-providen-
tial political science; second, providential and de casibus retribution; and 
third , chivalric romance that confirms heroic victory in terms of marriage . The 
first two movements present a conflict of world views, and the third makes 
more acceptable the revolutionary and iconoclastic ending by associating the 
action with the world of chivalric romance. The tripartite division is not 
absolute , for elements of each concept appear in all three parts of the play . Yet 
the sequential shift of emphasis, from political, to providential, to chivalric 
romance, is clearly discernible. 
In Henry V one finds remarkable similarity . Despite the folio publica-
tion in five acts, Shakespeare's play is essentially tripartite, in the manner of 
Tamburlaine. But there are important innovations. A Chorus maintains the high 
rhetorical intensity of Tamburlaine's "great and thund'ring speech" (I.i.3), so 
relieving Henry of too constant epic utterance. Shakespeare also reduces the 
number of battles and sieges, and he includes a comic underplot. Moreover, 
whereas Tamburlaine is romantic and iconoclastic, Henry V, however resonant 
with Realpolitik , is conventionally moral. The thrust of Marlowe's play is 
unbrokenly upward, as befits an exaltation of the aspiring mind . Shakespeare's 
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play exalts Henry and England , but more importantly it attempts to portray 
the essential nature of the military hero. Yet these modifications should not 
blind one to Shakespeare's very substantial debt to Marlowe's pioneering 
achievement in what I choose to designate as the conqueror play-a sub-genre 
of the history play, to which both Tamburlaine and Henry V belong.
6 
The historical, or main-plot, action of Henry V takes place, in England 
and France, over a period of seven years , from 1414 to 1420. 7 With but minor 
exceptions, the main plot falls easily into a tripartite structure marked by a 
thematic and geographic progression, as does Tambur/aine . Act I and II are 
political in emphasis and, except for Exeter's embassy to the French court to 
demand the crown for Henry (II.iv), take place in England. They establish 
Henry's personal reformation, assert the justice of his claim to France, and 
announce his determination to pursue that claim, by war if need be. They also 
show Henry's frustration of a French assassination plot and his completion of 
all political preliminaries for the invasion of France-events which move the 
play, historically, into 1415. 
Acts III and IV portray Henry's conduct of the war with France. Here 
predominant emphasis shifts from politics to the role of providence in the 
affairs of men and empire, and the geographical location, to France. Act III 
depicts the siege of Harfleur and the beginning of Henry's march toward Calais, 
the prelude to the battle of Agincourt, which is the subject matter of Act IV. 
Both belong, historically, to 1415. By including only one siege and one battle, 
both in the second division of the tripartite structure, Shakespeare improves 
upon the dramatic form of the conqueror play by eliminating inherent monot-
ony caused by too frequent combat, and he also solves the problem of main-
taining dramatic suspense when one military victory inevitably follows another. 
Act V represents the consummation of Henry's conquest of France by 
his marriage to Katharine , which gains him recognition as heir to the French 
throne . Henry's meeting with Katharine at Meulan in 1419 is thus compresse'd 
with the signing of the Treaty of Troyes in 1420 in such manner as to em-
phasize chivalric romance over political and providential aspects of the union . 
But not without ironic overtones. To the degree that emphasis falls upon the 
royal marriage, the pattern follows that of Tamburlaine, Part I, in which· the 
hero's marriage is symbolic of his complete victory. But allusions to Henry VI 
as heir (V.ii .209-26 and the concluding Chorus) point instead to the ending of 
Tambur/aine , Part II, where stress is on the dissolution of empire after the 
death of the hero . 
8 
Thus translated from history into drama, Henry V covers a period from 
Henry 's first demand that his title to France be recognized until, with the 
Treaty of Troyes and his betrothal to Katharine, that claim is actually estab-
lished. Henry is acknowledged as heir to the crown. The union of England and 
France is never closer to reality than at this moment; and the unity of the play 
derives not merely from a portrait of Henry as a great and successful warrior, 
116 BROWN 
but as a warrior dedicated to this particular purpose . So viewed, the play 
possesses a complete and self-sufficient dramatic entity, with a beginning, a 
middle , and an end. 9 And , so constructed , it adheres closely to the pattern of 
the Marlovian conqueror play. 
But Shakespeare also includes a comic underplot, whose relationship 
to the main plot has hardly lacked attention. The question of interpretation 
resolves itself into whether the underplot should be perceived as burlesque or 
irony, to undercut , or as foil , to elevate and enhance , the action of the main 
plot. 
1 0 
Actually it serves both purposes: primarily as a foil for Henry V , but 
as a burlesque as it looks back towards Tamburlaine. 
1 1 
Not by accident do the 
fortunes of Pistol , Nym , Bardolph , and Mistress Quickly describe a parodic and 
chiastic reversal of the normal Marlovian pattern , with Pistol as the central or 
pivotal character. That he has earlier parodied the speech of Tamburlaine is 
perhaps worth noting. 
1 2 
Nowhere is Shakespeare 's complete understanding of 
the Marlovian conqueror-play structure more in evidence , nor his manipulation 
of it more strikingly effective than in the underplot of Henry V. 
In the first tripartite division Pistol represents , in the matter but not the 
manner of the conqueror play, a consummation of heroic victory through his 
marriage to Mistress Quickly, who had been troth-plight to Corporal Nym (II.i). 
Significantly, the correspondence here, with its emphasis on a broken promise 
of marriage , is closer to the Aeneid and Tamburlaine than to the union of 
Henry and Katharine at the end of Henry V. Thus Pistol begins where the hero 
in the conqueror play customarily ends , at the top of Fortune's wheel , as 
symbolized by a successful marriage. His prize , however, is not empire, but the 
" chattels " and "moveables" of a tavern in Eastcheap (II.iii) . Where Pistol is 
concerned, and probably Nym, Mistress Quickly is important only in terms of 
materialistic opportunism. Pistol's marriage is of a piece with his motive for 
going to war : "Yoke-fellows in arms ," he tells Nym and Bardolph , "Let us to 
France ; like horse-leeches , my boys, To suck, to suck, the very blood to suck!" 
(II.iii .55-57). And whereas Tamburlaine , announcing his marriage to Zenocrate , 
makes truce with all the world , Pistol must be threatened by Bardolph into a 
truce with Nym by which he agrees to honor a gambling debt, but at a liberal 
discount for cash payment. So Pistol's truce is limited to the world of his 
immediate cronies , characterized by financial advantage , and motivated by 
threat and hope of further profits from the war with France: "friendship shall 
combine, and brotherhood : I'll live by Nym, and Nym shall live by me. Is not 
this just? for I shall sutler be Unto the camp, and profits will accrue" (II.i . 
109-12). In Pistol's world, the dominant motive and the bottom line-in love, 
in war, or in brotherhood-is commodity. 
In the middle , or providential, division of the tripartite structure, the 
most significant episode of the comic underplot is Pistol 's unsuccessful attempt 
to have Fluellen intercede for the life of Bardolph , condemned to hang for the 
theft of a pax (III.vi) . With this event, the fortunes of Pistol and Bardolph take 
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a decisive tumble for the worse . Unlike Tamburlaine, they discover that they 
do not "hold the Fates bound fast in iron chains, And with [their] hand turn 
Fortune's wheel about" (Tamb., Part I , I.ii.174-75). Instead , they are revealed 
as the slaves of Fortune, whether interpreted as a personification of irrational 
chance or as an agent, however mysterious, of divine providence. As Pistol 
rhetorically laments, "Fortune is Bardolph 's foe , and frowns on him; For he 
hath stol'n a pax, and hanged must a' be" (III .vi.40-41) . 
Yet the scene is considerably more complex. Fluellen 's moralistic 
description of Fortune as "painted blind," "with a wheel," and with her foot 
"fixed upon a spherical stone" to signify "that she is turning, and inconstant, 
and mutability, and variation" (III.vi.30-39), is a parody of a familiar illustra-
tion of faulty reasoning. It should call to mind the associated idea that Fortune 
does not exist and that the cause of man's misfortune lies rather in his own 
rash and unreasoned actions. 
1 3 
Thematically, then, the scene addresses itself 
to the confused and confusing question of the relationship between providence 
and individual responsibility for both private and public actions. As such, it 
provides a nexus between the main plot and the underplot and a prelude to 
Henry's dark night of the soul on the eve of Agincourt . 
After Pistol leaves the stage, the king enters, and Fluellen reports Bar-
dolph's imminent execution to him. Curtly Henry approves the death sentence 
without the slightest acknowledgment of his personal acquaintance with the 
condemned man. And he does so on strictly pragmatic grounds: thievery and 
abuse of the French are forbidden because "when lenity and cruelty play for 
a kingdom, the gentler gamester is the soonest winner" (III.vi .116-18). But on 
the eve of Agincourt, the death of Bardolph comes again to mind when Henry 
denies, this time on providential grounds, the charge made by Williams that 
the king is responsible for the souls of his men who die in battle: "war is 
[God's) beadle , war is his vengeance; so that here men are punished for before-
breach of the king's laws in now the king's quarrel: where they feared the death 
they have borne life away, and where they would be safe they perish" (IV.i. 
174-79).
14 
This structural and thematic nexus between the main and underplot is 
further intensified in that immediately upon Henry's approval of Bardolph's 
execution, Montjoy, chief herald of the French, appears . He brings defiance 
from the French king, and he accuses Henry of a rashness that has betrayed his 
followers. Finally, he challenges him to consider his ransom or to prepare to 
do battle against overwhelming odds (III.vi .119ff.) . Although a sense of oppos-
ing numbers momentarily takes the heart from Gloucester, Henry's response 
strikes the dominant and providential tone for the coming trial by combat that 
is Agincourt: "We are in God's hand , brother , not in theirs" (III.vi .175). 
But to return to the underplot. It is Pistol's attempt to have Fluellen 
use his influence with the Duke of Exeter to prevent Bardolph 's hanging that 
leads to his own cudgelling and public humiliation in Act V, scene i, at once 
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the comic catastrophe of the underplot and the political motif of the tripartite 
structure in parodic reversal. When Fluellen refuses , "for if, look you, he were 
my brother, I would desire the duke to use his good pleasure and put him to 
execution; for discipline ought to be used" (III .vi. 5 5-57), Pistol curses him and 
with an obscene gesture rejects his friendship . Fluellen takes no immediate 
action, but Pistol's insulting manner jogs Gower's memory and enables him to 
reveal the braggart's true nature and identity: "an arrant counterfeit rascal," 
"a bawd, a cut-purse," "a gull, a fool, a rogue , that now and then goes to the 
wars to grace himself at his return into London under the form of a soldier" 
(III.vi.62-63, 68-70). So enlightened, Fluellen vows to observe Pistol more 
closely in the future and to even the score, if a proper occasion presents itself. 
The grudge between Pistol and Fluellen is kept fresh in the mind of the 
audience when Pistol on the eve of Agin court boasts to the disguised Henry, 
who declares himself a friend and countryman of Fluellen, "Tell him, I'll 
knock his leek about his pate Upon Saint Davy's day" (IV.i.54-55). Then, at 
the beginning of Act V, scene i, Fluellen announces that he is still wearing a 
leek on his cap though Saint David's day has past because Pistol has insulted 
him about the traditional custom: "he is come to me and prings me pread and 
salt yesterday, look you, and bid me eat my leek" (V.i.8-10). This piece of 
bravado hardly fulfills Pistol's earlier boast; moreover, as Fluellen makes clear, 
it occurs "in a place where I could not breed no contention with him" (V.i. 
10-12). But now a time of retribution is at hand . When Pistol enters, Fluellen 
cudgels him into eating the leek and so publicly unmasks him for the cowardly 
bully that he is. Thus humiliated, Pistol determines to desert and return to 
London. Since the "pread and salt" incident is not enacted on stage but only 
brought out in exposition , clearly the epitatical action that leads to Pistol's 
downfall, the comic catastrophe of the underplot , is his falling out with Flu-
ellen when he refuses to intercede for Bardolph.
1 5 
Pistol's final soliloquy, in which he acknowledges his fall from the top 
of Fortune's wheel, confirms the accuracy of Gower's description of the 
braggart. Also it strengthens the tie between the epitatical action and the comic 
catastrophe: 
Pist. Doth Fortune play the huswife with me now? 
News have I that my Doll is dead i' the spital 
Of malady of France; 
And there my rendezvous is quite cut off. 
Old do I wax, and from my weary limbs 
Honour is cudgelled. Well, bawd I'll turn, 
And something lean to cut-purse of quick hand . 
To England will I steal, and there I'll steal : 
And patches will I get unto these cudgell'd scars, 
And swear I got them in the Gallia wars . (V.i .84-93) 
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As Pistol prepares to return home in disgrace, his play on the word 
"steal"-"To England will I steal, and there I'll steal"-is but a variant, in word 
and geography, of his assertion of friendship and brotherhood with Nym when, 
at the top of Fortune's wheel, he anticipates the plunder of a war with France: 
"I'll live by Nym, and Nym shall live by me" (II.i.110). More important still, 
the imagery of old age and scars directs attention to another and different 
brotherhood, that of heroism and honor proclaimed by Henry's stirring oration 
to his beleaguered army before the battle of Agincourt. "He that outlives this 
day, and comes safe home," Henry exhorts his comrades, "He that shall see this 
day, and live old age,/ Will yearly on the vigil feast his neighbors,/ ... strip 
his sleeve and show his scars" from wounds received at Agincourt. "Old men 
forget," he prophesies, "yet all shall be forgot,/ But he'll remember with advan-
tages/ What feats he did that day" (IV.iii .41-51). 
The Pistol of Act V is the Pistol of Act II, yet poorer still. Deserted 
now by Fortune, alone and without yoke-fellows, he will to England, not to 
France, "To suck, to suck, the very blood to suck! (II.iii.57). His "advantages" 
of Agincourt and the Gallia wars are not hyperbole but imposture. He repre-
sents the antithesis of heroism, patriotism, and honor: the private Machiavel 
who, for self-interest, exploits and perverts all such values.
1 6 
Whereas the 
heroic survivors of Henry's "band of brothers" (IV.iii .60) will feast their 
neighbours-an act of social communion-when they display their scars, badges 
of honorable action in the service of king and country, Pistol will counterfeit 
the scars of his humiliation into insignias of honor to gull his countrymen and 
prey upon their patriotic feelings . In Pistol, the honorable arena of military, 
public, and political action shrinks to a single-minded concern for personal 
commodity: an anti-social exploitation of the commonwealth for individual 
benefit. 
Shakespeare, too, exploits, but for a better reason and with far greater 
success than Pistol. What he exploits, in both his major plot and his comic 
underplot, is the conqueror-play structure of Marlowe's Tamburlaine; but he 
also modifies and develops the form to a surprising perfection . The emphasis 
of Tamburlaine, despite the conflict of world views depicted in the first two 
divisions, falls strongly on the end of the play, on the romantic triumph of the 
hero. Largely by means of his chiastic structure, Shakespeare shifts the em-
phasis of Henry V to focus on the middle or providential division of the play, 
where main plot and underplot meet, both lineally and thematically. Whereas 
Marlowe's structure, for all its shock value, palliates the conflict between 
providential and non-providential, even as it asserts the ascendency of the 
man of virtu, Shakespeare's structure softens the emphasis on heroic triumph 
so as to keep paramount an exploration of the relationship between society's 
concepts of providence, on the one hand, and the public and private actions 
of its members, on the other. Consequently, perhaps, Henry V continues, far 




See , for example, Roy Battenhouse, "The Relation of Henry V to Tamburlaine," 
Shakespeare Survey, 27 (1974), 71-79; Robert Egan, "A Muse of Fire: Henry Vin the Light 
of Tamburlaine," Modern Language Quarterly , 29 (1968) , 15-28; and David Riggs , Shake-
speare's Heroical Histories (Cambridge, Mass., 1971), pp . 62-92. Irving Ribner, The English 
History Play in the Age of Shakespeare (Princeton , N. J. , 1957), p. 183, states that Shake-
speare, for his portrait of Henry V, "used the obvious dramatic vehicle which the English 
stage had evolved for such purposes : that of the heroic play as it had been shaped by Mar-
lowe in his Tamburlaine," but he later discounts any significant structural influence: "So 
far as dramatic craftsmanship is concerned , it cannot really be said that Shakespeare's debt 
to Marlowe was extraordinary. Although Tamburlaine was probably the most widely im-
itated play of its age ... it seems to have made little impression upon Shakespeare . The 
closest he came to this form of heroic drama is in Henry V, some ten years later, and this 
is a play of a different sort which cannot be considered apart from the three historical plays 
which preceded it" (Ribner, "Marlowe and Shakespeare ," Shakespeare 400: Essays by 
American Scholars on the Anniversary of the Poet 's Birth, ed . James G. McManaway [New 
York, 1964) , p. 53) . By the same reasoning one might deny the influence of Marlowe 's 
Edward II on Shakespeare 's Richard II. 
2
D. Wilson , ed. , King Henry V (New Cambridge , 1947), p . xii; J . H. Walter, ed . 
King Henry V (New Arden, 1960) , p. xvi. Wilson , pp xxv-xxvi, calls Shakespeare 's Henry 
"a kind of English Tamburlaine," but Walter makes no reference to Marlowe's play or 
hero . 
For quotations and textual references I have used , for Henry V, the Walter edi-
tion ; for The Second Part of King Henry IV, the edition by A. R . Humphreys (New Arden , 
1966) ; and for Tamburlaine the Great, Parts I and II, the Regents Renaissance Drama 
ed. John D. Jump (Lincoln, 1967). 
3 
Thomas Nashe, "To the Gentlemen Students of both Vniuersities ," preface to 
Robert Greene 's Menaphon (1589); Ben Jonson, "To the Memory of My Beloved Master 
William Shakespeare ," First Folio (1623) . The dramatic danger of imitating Marlowe's 
theme and rhetoric without close attention to his structure can be illustrated by such plays 
as Greene's Alphonsus , Peele's The Battle of Alcazar, Lodge 's Th e Wounds of Civil War , and 
the anonymous Selimus. 
4 
D. Bevington , From Mankind to Marlowe (Cambridge, Mass ., 1962), pp. 202-08 , 
211-17. 
5 
I agree with Bevington that a major interest in Tamburlaine results from contra-
dictory impressions created by a conflict between its moral structure and secular matter . 
Unlike Bevington , however, I view th e conflict not as an artistic failure on Marlowe's part 
but as a conscious and artistic contrivance . 
6 
I use the term to designate those plays centering on the role and accomplish-
ments of the military hero and to distinguish them from the plethora of chronicle an d 
history plays less foc used and heroic. The anonymous Edward Ill is another example and, 
although they tend to exceed the mold, so are Shakespeare's Coriolanus and Antony and 
Cleopatra . The alternate term , heroic play or drama , courts confusion with Restoration 
theatre and suggests a connection not clearly demonstrable. 
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For the his to rical matter in this and the next two paragraphs, I follow W. H. 
Thomson , Shakespeare's Characters: A Historical Dictionary (New York, 1966 rpt .); Lily B. 
Campbell, "The Victorious Acts of King Henry V," Shakespeare's 'Histories': Mirrors of 
Elizabethan Policy (San Marino, 194 7) , pp. 255-3 05; and W. G. Boswell-Stone, Shakespeare's 
Holinshed (New York , 1966 rpt.), pp . 165-205. 
8 
See Kenneth Friedenreich , " 'huge greatnesse ' Overthrown: The Fall of the 
Empire in Marlowe's Tamburlaine Plays," Clio , 1, No . 2 (Feb. 1972), 37-48 . 
9 
On the necessity for Henry's marriage with Katharine to give an illusion of epic 
wholeness and to complete Henry's portrait as an ideal Christian monarch , see Walter, pp. 
xiv-xvi and xxxi-xxxii. 
1 ° For examples of burlesque or irony, see H. C. Goddard , The Meaning of Shake-
speare (Chicago, 1951), pp. 215-68 ; and Roy W. Battenhouse, "Henry Vas Heroic Com-
edy," Essays on Shakespeare and Elizabethan Drama in Honor of Hardin Craig , ed. Richard 
Hosley (Columbia, Mo., 1962), pp . 163-82. For foil, see Richard Levin , The Multiple Plot 
in English Renaissance Drama (Chicago and London , 1971 ), pp . 109-19 . 
11 
Nicholas Brooke , "Marlowe as Provocative Agent in Shakespeare's Early Plays ," 
Shakespeare Survey, 14 (1961), 36, 44, postulates that the ethos of Tamburlaine offended 
Shakespeare as greatly as the force and grandeur of Marlowe 's prosody and thought stimu-
lated his imagination- so much so that he was committed to its total rejection until "through 
a process of imitative re-creation merging into critical parody," he could "with difficulty" 
assimilate Marlowe's alien ethos into his own system of thought . Once that assimilation is 
complete , states Brooke , "reference to order is never again a matter of simple confidence, 
never asserted wi thout a great reckoning with a complex of disturbing recognitions ." I 
view Shakespeare's chiastic treatment of Marlowe's conqueror-play structure as a signifi-
cant part of this process of " imitative re-creation merging into critical parody" and of 
successful assimilation. 
1 2 
See 2 Henry IV , II. iv.160-63 and 2 Tamb ., IV .iii.1-2. 
1 3 
See T. W. Baldwin, William Shaksp ere's Small La tine & Lesse Greeke (Urbana, 
1944), II , 72-76. 
14 
In 2 Henry IV, I.ii.55-56 , Falstaff's page names Bardolph as the arrested servant 
whom Prince Hal seeks to remove from the Lord Chief Justice 's court and, as a result, is 
himself committed to prison. In the source play, The Fam ous Victories of Hen ry the Fifth , 
he is designated in the stage direction as " the Theefe" and , under interrogation , as Cutbert 
Cu tter. Jn Hol inshed and the Gesta Henrici Quinti, the man executed for the theft of a pyx 
[not pax] is unnamed . See Narrative and Dramatic S ources of Shakespeare, ed . Geoffrey 
Bullough, JV (London an d New York, 1975) , 307-08 , 389 ; and Wilson , note on III.vi.44 , 
p . 156 . 
IS 
By way of parallel , in the main plot the Ch orus describes Henry 's triumphant 
return to London after Agincourt and then asks the audience to "omit All the occurrences, 
whatever chanc 'd , Till Harry 's back-return to France " (V, 39-41) . Since Henry's next ap-
pearance is the wooing and treaty scene (V.ii) , the dram atic impression is that Agincourt 
caused the French to sue for peace, whereas historically the French were forced to this 
action by Henry's second campaign from 1417 to 1420 . 
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See Levin, pp. 127-31 , on the usu rer in Middleton's A Trick To Catch the 
Old One. 
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THE KALEIDOSCOPIC VISION: MULTIPLE PERSPECTIVES 
IN MIDDLETON'S A CHASTE MAID IN CHEAPS/DE 
Harry R. Burke* 
ABSTRACT. Rather than commit himself to a single point of view in A Chaste 
Maid in Cheapside, Thomas Middleton develops multiple perspectives which 
resemble shifting views in a kaleidoscope. Middleton presents his multiple 
perspectives through (1) challenges to the audience's expectations, (2) moral 
commentary by immoral characters, and (3) sophistic or relative attitudes 
towards morality. Contradictory aspects of Touchwood Senior's character 
illustrate the first method; Allwit's criticism of the puritan women illustrates 
the second; and ambivalent views concerning adultery illustrate the third. By 
revealing new, often contradictory sides of a character or theme, Middleton 
expands our understanding of them , stimulates the spirit of inquiry, and chal-
lenges us not to assume that we have the final answers. 
Additional index words: Middleton, point of view, perspective, vision, 
kaleidoscope, moral ambivalence, and sophistic attitudes. 
My purpose is to examine the multiple perspectives by which Middle-
ton invites us to view the characters and themes of A Chaste Maid in Cheapside. 
The presentation of multiple perspectives resembles the changing views in a 
kaleidoscope; at the play 's conclusion, we have regarded the characters and 
themes from several points of view. The result is a comprehensive vision of 
Middleton's "world." Middleton presents his multiple perspectives through 
challenges to the audience's expectations, moral commentary by immoral 
characters, and sophistic (i.e. relative) attitudes towards morality. By inves-
tigating these perspectives we can also determine how Middleton guides the 
audience's sympathies toward or away from individual characters. I shall cite 
four examples of Middleton's multiple perspectives. 
The first of these involves challenges to the audience's expectations. 
In 11.i . Touchwood Senior and his wife reluctantly decide to cease lovemaking 
and live apart because they cannot afford more children. Touchwood 's part-
ing encomium to his wife suggests a sincerely devoted husband: 
I ne'er knew 
The perfect treasure thou brought'st with thee more 
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Than at this instant minute. A man's happy 
When he's at poorest that has match'd his soul 
As rightly as his body. 
BURKE 
Fullness of joy showeth the goodness in thee; 
1 
Thou art a matchless wife: farewell , my joy. (II.i.21-25, 36-37) 
In addition, Touchwood Senior takes a moral and responsible view of marriage: 
"The feast of marriage is not lust but love I And care of the estate" (II.i.50-51). 
Touchwood's warm remarks to his wife and seeming sense of responsibility 
concerning marriage create a positive first impression of him. 
Just when our belief in Touchwood's marital devotion is established, 
Middleton rotates the kaleidoscope . Touchwood soliloquizes about his numer-
ous infidelities: 
of all men 
I am the most unfortunate in that game 
That ever pleas'd both genders: I ne'er play'd yet 
Under a bastard: the poor wenches curse me 
To the pit where'er I come; they were ne'er served so. 
I had no less than seven lay in last progress 
Within three weeks of one another 's time. (11.i.5 3-57, 62-63) 
The self-portrait of a potent adulterer contrasts sharply with our previous 
impressions. When a Country Wench suddenly enters with her child, accuses 
Touchwood of being the father , and offers to bring a certificate of chastity to 
prove her claim, 
2 
the ensuing conversation further undercuts our expectations 
concerning his marital devotion: 
Country Wench. I was a maid before, 
I can bring a certificate for it 
From both the churchwardens . 
Touchwood Senior. I '11 have the parson's 
Hand too , or I'll not yield to't . 
Country Wench. Thou shalt have more , 
Thou villain! Nothing grieves me but Ellen, 
My poor cousin in Derbyshire; thou hast crack'd 
her marriage quite ; . . ... ... .. .... .. . . .... . 
Touchwood Senior. If that 
Be all thy grief, I'll tender her a husband. 
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I keep of purpose two or three gulls in pickle 
To eat such mutton with , and she shall choose one. 
Do but in courtesy, faith , wench, excuse me 
Of this half yard of flesh , in which, I think, 
It wants a nail or two.
3 
There's tricks enough to rid thy hand on't , wench: 
Some rich man's porch , tomorrow before day. 
Or else anon i' the evening; twenty devices. 
[Giving money] Here's all I have , i' faith, take purse and all; 
[Aside] And would I were rid of all ware i' the shop so! 
Country Wench. 
Where I find manly dealings, I am pitiful: 
This shall not trouble you. 
Touchwood Senior. And I protest wench, 
125 
The next I'll keep myself. (II.i .70-84, 96-103) 
Middleton has developed audience sympathy for Touchwood Senior only to 
rip off the mask and expose the corruption and cynicism behind. Touchwood's 
insistence on the parson's statement seems harsh , especially since he previously 
admitted in soliloquy that seven of his bed partners gave birth within three 
weeks of each other (11. 62-63 ). He has deflowered a virgin and ruined cousin 
Ellen's marriage. Though Touchwood 's unusual potency certainly has its comic 
side, his behavior illustrates sexual irresponsibility and lack of respect for 
marriage- both his own and others'. His keeping of gulls to match with preg-
nant women betrays both cynical planning behind his seductions and a view of 
sexual intercourse as a game in which the deceived women are mere playthings. 
When Touchwood Senior asks to be excused "of this half yard of flesh," he 
equates the baby with meat that he hopes to avoid having to buy. His nasty 
suggestion that the wench is syphilitic (1. 85) is another cynical attempt to 
escape responsibility by denying fatherhood. Also intended to discourage 
audience sympathy are Touchwood 's callous suggestions for disposing of the 
baby (11. 96-98), his lie that he is giving the wench all the money he has (1. 99), 
when only 30 lines later he easily produces thirteen shillings fourpence for 
Touchwood Junior's marriage license, his cynical aside dismissing baby and 
mother as store merchandise (1. 100) , and finally his lie about keeping the next 
baby (1. 103), itself an implication that Touchwood will continue his extra-
marital affairs. This conversation exposes his irresponsibility, promiscuity , 




My second example of multiple perspective, moral commentary by an 
immoral character, comes from III.ii, the christening party for Mistress Allwit's 
baby. When comfits are served, Mr. Allwit criticizes the greed and gluttony of 
the puritan women: 
[Aside] Now out comes all the tassell'd handkerchers, 
They are spread abroad between their knees already; 
Now in goes the long fingers that are wash 'd 
Some thrice a day in urine; my wife uses it. 
They lurch at the lower end! 
First Puritan. Come hither, nurse. 
Allwit. [Aside] 
Again? She has taken twice already. 
First Puritan . 
I had forgot a sister's child th at's sick. [Taking comfits] 
All wit. [Aside] 
A pox! It seems your purity loves sweet things well 
That puts in thrice together. Had this been 
All my cost now, I had been beggar'd; 
These women have no conscience at sweetmeats, 
Where'er they come. . . . (III.ii.50-62) 
Allwit is equally upset when the puritans swill wine as greedily as they pock-
eted comfits: 
[Aside] Now the cups troll about 
To wet the gossips' whistles. It pours down, i' faith; 
They never think of payment. 
First Puritan. Fill again, nurse. [Drinks] 
Allwit. [Aside] 
Now, bless thee , two at once! I '11 stay no longer; 
It would kill me and if I paid for't. (III.ii. 77-81) 
Some scholars see a problem in having the corrupt Allwit pass moral judgment 
on the hypocritical puritans.
5 
But actually this ironic criticism gives Middleton 
an advantage that he would not have if a "pure" character such as Moll Yellow-
hammer satirized the puritans. The unique perspective that Allwit provides 
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(and that Moll could not) is the economic point of view. Allwit does not object 
to gluttony per se, as Moll might, but rather to the cost of the comfits and the 
wine if he were paying for them. By exposing the puritans' gluttony and All-
wit's niggardliness simultaneously, Middleton creates a double view. Allwit's 
denunciation of the puritans has another advantage. Their gluttony is inconse-
quential compared to All wit's ten-year prostitution of his wife; therefore, 
ironically, All wit comes off worse in the comparison. 
My third example, from V.iii , suggests a sophistic view of morality. 
Sir Oliver Kix is ecstatic over Lady Kix 's pregnancy . Yet his joy results from an 
immoral act unknown to him-adultery between Touchwood Senior and Lady 
Kix. Ironically, Oliver is living a lie: he thinks that he is now a man, but he is 
actually a cuckold. On the other hand, a number of benefits flow from this 
immoral use of fertility. Both Kixes receive what they wanted: she , a baby, 
and he, a reputation as a man. Furthermore , the entire family can enjoy the 
lands and revenues previously in question because Touchwood's impregnation 
of Lady Kix prevents Sir Walter Whorehound from inheriting the Kixes' estates. 
What is the audience expected to make of all this? The scene is so-
phistic conception , challenging the limits of the absolute moral standard, which 
would prohibit adultery under any circumstances. Middleton gives us a new 
perspective on the absolute standard, questioning whether an act's morality 
(adultery) may sometimes be less important than the results it achieves. On the 
other hand, the results were all bad when Touchwood Senior committed adul-
tery with the Country Wench. By inviting contrary responses to the same act , 
Middleton seems to put forward the sophistic notion that an act is neither 
good nor bad, only the circumstances matter.
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Finally, let us examine Sir Oliver's invitation to Touchwood Senior 
and his wife to live at Oliver's estate: 
I charge you both , 
Your wife and thee , to live no more asunder 
For the world's frowns: I have purse, and bed , 
and board for you: 
Be not afraid to go to your business roundly ; 
Get children, and I'll keep them. (V.iv .72-76) 
From one perspective, Sir Oliver's generous offer has a good benefit, allowing 
Touchwood Senior and his wife to resume living together. From another 
perspective, the situation threatens to turn into another Whorehound-Allwit 
menage a trois. 7 The dual implications of Sir Oliver's invitation once again 
suggest Middleton's sophistic view of cuckoldry. 
Middleton uses multiple perspectives to challenge conventions of 
characterization and morality and to develop these conventions in new directions 
by presenting new possibilities. Even when Middleton dramatizes sophistic 
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principles in order to confront the absolute moral standard, he seems not to be 
rejecting that standard but to be testing its limits and stimulating the spirit of 
inquiry . The predictable and the conventional are rejected. Dieter Mehl once 
remarked that Middleton "like Shakespeare, ... often does not seem to take 
sides, but to throw light on situations from different angles, without commit-
ting himself to a final judgment. " 8 By turning the kaleidoscope, offering 
multiple perspectives on character and theme, Middleton challenges us not to 
assume that we have the final answers. Every conclusion inspires a new ques-
tion; any point of view can be qualified or even contradicted by another. 
NOTES 
1 
The text is R . B. Parker's edition of A Chaste Maid in Cheapside for the Revels 
Plays (Manchester: Manchester University Press , 1969) . Subsequent references to this 
edition will be cited as "Parker." 
2 
R . B. Parker informs us this is "the certificate of good conduct required of all 
people moving out of their parish ," according to Elizabethan statute. "In the wench's case 
this would amount to a certificate of chastity." (Parker, p. 30n.) 
3 
"Syphilitics' children sometimes lack nails .... " (Parker, p. 3 ln.) Touchwood 
Senior is implying that the wench is syphilitic, and therefore , the baby is not his. 
4 
In connection with Touch wood's indifference toward his child by the wench, we 
should bear in mind Anthony Covatta's perceptive remark : "attitudes toward children, 
one's flesh and blood are important throughout the play, almost a touchstone by which to 
judge the various characters." (Thomas Middleton's City Comedies [Lewisburg, Pa .: Buck-
nell University Press, 1973) , p. 152.) Robert Williams' reading of Touchwood's encounter 
with the Country Wench is contrary to mine: Touchwood Senior "is generous and tender-
hearted , qualities which Middleton emphasizes by having .. . Touchwood give the Country 
Wench what little money he has. In response to his honesty and kindness, the Country Girl 
expresses what we ourselves feel, 'Where I find manly dealings, I am pitiful.' " ("Machia-
velli's Mandragola, Touchwood Senior and the Comedy of Middleton's A Chaste Maid in 
Cheapside ," Studies in English Literature, 10 [ 1970) , 3 88-89 .) I cannot agree with this read-
ing. It seems to me that Professor Williams is ignoring the implications of the aside and 
Touchwood Senior 's purchase of Touchwood Junior's marriage license. As for the wench's 
final remark ("Where I find manly dealings , I am pitiful"), I suggest that this is not "what we 
ourselves feel." On the contrary, Middleton is creating two levels of meaning. The Country 
Wench is obviously convinced that Touchwood has given her all of his money, but his quick 
funding of the marriage license suggests that Middleton intends the audience to see through 
the ruse and to realize that the wench has been deceived . 
5 
Margot Heinemann states: "the strongest condemnation of puritan forms is put 
into the mouth of the profiteer-cuckold Allwit , which rather takes the edge off it as moral 
comment." (Puritanism and Theatre: Thomas Middleton and Opposition Drama Under the 
Early Stuarts [Cambridge: the University Press, 1980) , p. 84 .) 
6 
R. B. Parker has also noticed Middleton's am bivalent treatment of adultery: 
"Middleton's moral standpoint in the play is ... hard to pin down. He seems to be both 
THE KALEIDOSCOPIC VISION 129 
for and against lust, for and against its social and religious disciplining .. . . " (Parker, 
p. xiv.) 
7 
R. B. Parker notes : "it is ironical , of course , that one seducer (Touchwood Senior) 
should supplant the other (Sir Walter Whorehound) , but it undercuts any simple moral 
interpretation of the play." (Parker, p . xiv.) 
8
Dieter Mehl, The Elizabethan Dumb Show: The History of a Dramatic Conven-
tion (l 966, German ed. 1964 ), quoted in The Popular School: A Survey and Bibliography 
of Recent Studies in English Renaissance Drama, ed. Terence P. Logan and Denzell S. Smith 
(Lincoln: University of Nebraska Press , 1975), p . 57 . 
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ABSTRACT. That A Midsummer Night's Dream is no "shimmering gossamer" 
but rather a play with substantial intellectual content is an assertion few serious 
students of Shakespeare would contest. But there remains considerable dis-
agreement about what statement emerges from the action. Many critics view 
the play as a validation of the Christian humanist tradition wherein reason 
and order triumph over passion and disorder. Cultural changes in the past 
twenty years have, however, made possible another perspective on the play. 
Much recent criticism has focused upon Hippolyta 's assertion that in the mad-
ness of the central action there is "something of great constancy." What Shake-
speare presents in the Dream is in fact an alternative approach to the wisdom 
Theseus consciously seeks through reason. Bottom, the play's greatest fool , 
shows us that it is possible to apprehend what we cannot comprehend-that 
there are truths beyond the reach of reason, accessible only to "initiates." 
Peter Brook's 1971 production of the play demonstrated convincingly that 
such a reading works well on the stage , and Ron Nichol's RSC production in 
19 81 carried the work a set further. 
Additional index words : actors, acting, directing; stage and theatre 
history ; Shakespeare and the Bible. 
Our growing awareness of the widely divergent ways Shakespeare's 
plays have been interpreted on the stage has brought home a number of val-
uable lessons. Chief among them is our realization that Shakespeare "changes" 
as our culture changes. As Professor Ralph Berry has recently demonstrated , 
the director at work upon a Shakespearean play inevitably " reanimates it_ with 
the spirit of his own society and day." No director , however he may strive for 
fidelity to the Shakespearean original, can bar entirely his "personal vision" 
or the influence of "current social assumptions and preoccupations. "
1 
Depend-
ing upon our individual perspectives, this may be good or bad. We could moral-
ize at considerable length about the propriety of "interpretation," about 
permissible degrees of liberty. But whatever judgment we pronounce it is 
incontrovertibly a fact, and as such we may as well make the best of it. Suc-
cessive cultural periods, in accord with their particular emphases, will illuminate 
now one, now another aspect of the plays. Recognizing and studying the 
*Department of English, Westminster College, Fulton , MO 65251. 
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changes will not bring us any closer to that mythical beast, a "definitive" 
Shakespeare, but it will set us on the way to explore more fully the myriad 
possibilities inherent in the text. 
Some of Shakespeare's plays, perhaps because they lay bare the funda-
mental attitudes which determine how we will live our lives, have proven more 
susceptible to cultural influence than others. Henry V, Hamlet, and Troilus and 
Cressida come immediately to mind. A Midsummer Night's Dream, the topic 
of this essay, is another such play. We have come a very long way from the time 
when Hazlitt declared that "the reading of this play is like wandering in a 
grove by moonlight" but that "when acted [it] is converted from a delightful 
fiction into a dull pantomime. "
2 
We have come a long way, even, from Mar-
chette Chute's assertion that the Dream is shimmering gossamer-"moonlight, 
with a touch of moonshine. "
3 
There is today a long and growing bibliography 
which bears witness to the play's intellectual content. Peter Brook's 1970 
production, stemming at least in part from Jan Kott's "Titania and the Ass's 
Head," was perhaps the first theatrical fruit of our new understanding.
4 
It 
appalled traditionalists, who found it perverse and wrongheaded. But it demon-
strated even to many unwilling to accept its extremes that there were possibil-
ities in the text never before explored. 
Nonetheless, the premises which determine our basic approach to A 
Midsummer Night's Dream seem to have changed little since we first began to 
take Shakespearean comedy seriously. Despite the superficial confusions, the 
simple plot line lends itself to easy schematization. Four young lovers, and we 
might include Titania and Bottom here as well, are driven by passion and the 
juice of a flower to behave ludicrously for one night in a forest. But with the 
coming of dawn Oberon lifts the spell from Titania who is amazed at her re-
cent infatuation. Theseus and Hippolyta, mature lovers whose passion is 
strictly governed by reason, lead the two couples back to the city where reason 
and order prevail. Most critics, whatever their particular concerns in the play, 
approach its structure in terms of the three movement pattern first defined by 
Nevill Coghill. 
5 
Paul Olson's application of the pattern to the Dream is entirely 
representative: 
The work begins with order (Act I) , then passes through the 
cycle of a Fall which brings the domination of unbridled pas-
sion (Acts 11-111). Finally, it returns to a realization of the 
charity and cohesive community morality in which it begins 
(Acts IV-V).
6 
This scheme is attractive because it clearly regards A Midsummer Night's Dream 
as thoughtful drama; however, I find it inadequate for two reasons. First, it 
assumes what must be proven-that in writing A Midsummer Night's Dream 
Shakespeare was thinking within the narrow confines of the Christian humanist 
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tradition where "unbridled passion" is invariably a negative force destructive 
of "the charity and cohesive community morality" by which reasonable men 
give order to society. Second, and this is but an extension of the first objec-
tion , evidence that Shakespeare might not have concurred with the orthodoxy 
of such figures as William Golding-who recognized as truly human only those 
who "under awe/ Of reasons rule continually do live"-is given short shrift .
7 
This scheme arbitrarily isolates one strand of the action in the play and derives 
the meaning of the whole from that one part. Other elements, particularly the 
role of Bottom and the function of the parodic Pyramus and Thisbe episode , 
are subordinated, made either to support the three movement pattern or dis-
missed altogether as mere tom-foolery . 
There is, of course, some basis for the critical tradition that sees Shake-
speare's Dream as a product of Christian humanist thought. Shakespeare takes 
considerable pains to establish Theseus as the Renaissance ideal of heroic man. 
His famous speech on " the lunatic, the lover , and the poet" makes of him the 
very personification of reason. Not that he is ignorant of what lies beyond. 
Theseus speaks in familiar terms of the "seething brains" and the "shaping 
fantasies" that plague "lovers and madmen" and of the "fine frenzy" to which 
poets are subject. He knows that "strong imagination" has the power to trans-
form a bush into a bear, "a brow of Egypt" into "Helen's beauty." But he re-
jects as untrustworthy all such modes of apprehension, preferring instead the 
comprehension which attends upon "cool reason" (V.i.3-22).
8 
This approach represents one possible reading of the text, but it is 
certainly not the only or even the most convincing reading. In 1970 Peter 
Brook demonstrated convincingly that another interpretation could be brought 
to life on the stage. If Theseus represents the voice of reason in the play, he 
does so alone. And in any case there is no compelling argument that Theseus' 
voice is that of Shakespeare. 
9 
Bottom's observation that "reason and love 
keep little company together now-a-days" (III.i.1434) better describes the 
world of the play, forest and city, than anything Theseus says. "Reason" and 
"judgment" are continually held up as the ideal, but the dramatic context con-
tinually mocks that ideal. Toward the end of the first scene Helena sounds the 
chord that will resound throughout the play: 
Love looks not with the eyes but with the mind; 
And therefore is wing'd Cupid painted blind. 
Nor hath Love's mind of any judgment taste. (I.i.2 34-36) 
The part of the mind active in love is, of course, the imaginative, not the 
rational faculty. But the players, old and young alike, continually seek to deny 
the power of the imagination in directing the affairs of men. They never appear 
so foolish as they do when invoking "reason" to justify their follies. Set on by 
Egeus, Theseus urges Hermia to look on Demetrius with her father's "judgment"; 
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however, when the Athenian hunting party awakens the lovers at the end of the 
fourth act, Demetrius has forsworn his "love" for her and the much vaunted 
"judgment" of the elders now appears to be no more than "the remembrance 
of an idle gaud" (IV.i.167), a half-forgotten relic of childhood. Lysander's 
outburst to Helena-
The will of man is by his reason sway'd; 
And reason says you are the worthier maid. 
Things growing are not ripe until their season, 
So I, being young, till now not ripe to reason; 
And touching now the point of human skill, 
Reason becomes the marshal to my will.- (II.ii.115-20) 
is made comic by our ironic perspective. We know that his vacillation has 
everything to do with a charmed flower, nothing with the "reason" he repeat-
edly invokes to mask his confusion. 
Recognizing this, in recent years academics and theatre types alike have 
come more and more to stress Hippolyta's response to Theseus' attack upon 
the imagination. David Young has devoted an entire book to the argument that 
in the adventures recounted by the lovers (and by Bottom as well) there is 
something more than "fancy's images ... something of great constancy" 
(V.i.25-26).
1 0 
Those touched by love inA Midsummer Night's Dream recognize 
intuitively of themselves what Egeus claims of Hermia, that they have been 
"bewitch'd," transformed by something beyond rational explanation.
1 1 
Hermia speaks of it first in the opening scene when to her amazement she finds 
the courage to plead her case before the Duke. "I know not," she says, "by 
what power I am made bold" (I.i.59)-but the mysterious power comes over 
her, and it is sufficiently strong that she vows to die rather than marry Deme-
trius. Later in the same scene, Helena's unhappy experience in love teaches her 
that "Things base and vile, holding no quantity,/ Love can transpose to form 
and dignity" (I.i.23 2-33 ). But her own transformation is in the opposite direc-
tion . In the forest with Demetrius she becomes his spaniel, a low creature to 
be spurned and struck as he pleases . And when Demetrius awakens after his 
extraordinary night in the forest, he too realizes that he has changed unac-
countably. His exclamation hearkens back to Hermia's in the first scene: 
I wot not by what power 
(But by some power it is), my love to Hermia 
(Melted as the snow) seems to me now 
As the remembrance of an idle gaud, 
Which in my childhood I did dote upon. (IV.i.164-68) 
None of the principals emerges from the puzzlement of the wood without 
having felt some intimation of a mysterious change. 
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Yet once awakened the lovers can remember and express only enough 
to convince Hippolyta that they have shared a mystery. As Oberon had indi-
cated would be the case with Bottom , what remains of the "night's accidents" 
is but "the fierce vexation of a dream" (IV .i .69 ). Lysander replies to Theseus' 
inquiries "amazedly,/ Half sleep , half waking" (IV.i.146-47). To Demetrius the 
events just past seem "small and undistinguishable,/ Like far-off mountains 
turned into clouds" (IV.i.187-88). Hermia's retrospective vision-"with parted 
eye,/ When everything seems double" (IV.i.189-90)-is equally out of focus. 
Critical attempts to sort out the mystery, so often based upon the still strong 
element of Christian humanism in our culture , have been able to penetrate no 
farther than the lovers. Because their vision is a mystery, and because we have 
been reared in a culture uncomfortable with "truths" accessible only to ini-
tiates who have (to borrow a phrase from Peter Quince) been "translated," 
we have too easily been tempted to dismiss what happens in the forest outside 
Athens as not worthy of serious consideration. The metaphor of the dream 
which the lovers seize upon to describe their experience is potentially mislead-
ing. It suggests well enough the unsubstantiality of their vision, its evanescence. 
But given our cultural bias, that what is unsubstantial is also unreal and unpro-
ductive, it suggests as well that their experience is without value. We have, in 
effect, ignored an important strain that runs throughout the play. As the argu-
ment sketched above demonstrates, there has long existed within A Midsummer 
Night's Dream an alternative to the orthodoxy which prefers reason to passion, 
a "secret play" formerly inaccessible because of our cultural predisposition. 
After the cultural unrest of the 1960s, when interest in the extra-rational world 
of the occult soared and even became respectable, we have been freed to ex-
plore Shakespeare's "secret play." 
Perhaps the greatest achievement of Peter Brook 's Dream was that it 
flaunted its magic and successfully challenged our cultural prejudice against the 
irrational. What Shakespeare offers in A Midsummer Night's Dream is an alter-
native approach to the wisdom Theseus seeks through reason. According to 
Richard Cody, we are invited "to sit , not in judgment on folly, but in conscious 
aesthetic delight at the turning of it into wisdom. "
1 2 
Surprisingly, the key is 
to be found in Bottom, often regarded as the play's greatest fool. 
1 3 Waking 
after his night with the fairy queen , he is absolutely, comically convinced that 
he has undergone a transcendent experience: 
I have had a most rare vision . I have had a dream, past the wit 
of man to say what dream it was. Man is but an ass, if he go 
about t'expound this dream. Methought I was-there is no man 
can tell what. Methought I was, and methought I had-but man 
is but a patch 'd fool, if he will offer to say what methought 
I had. The eye of man hath not heard , the ear of man hath not 
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seen, man's hand is not able to taste, his tongue to conceive, nor 
his heart to report, what my dream was. (IV.i.204-14) 
It is by now a critical commonplace to note that Bottom's language here is a 
confused echo of I Corinthians 2. More important than any particular verbal 
echoes, more important even than the possible echo of Bottom's name in the 
text of the 1557 Geneva New Testament, is the context of understanding the 
association would have evoked for Shakespeare's original audience. We laugh at 
Bottom's attempted biblical allusion, a parody that shows him once again for 
the bumbler which on one level he is. But remembering Paul's message in I 
Corinthians 2, we cannot but cut short our laughter. Therein, Paul distinguishes 
between "the wisdome of this worlde" and "wisdome among them that are 
perfite." He professes to come "not with excellencie of word es" or "entising 
speache of mans wisdome," but rather "in plaine euidence of the Spirit and of 
power"-the very "Spirit [which] searcheth all things, yea, even the deepe 
things of God." He reminds us that "the natural man perceiueth not the things 
of the Spirit of God; for they are foolishness vnto him. "
1 4 
Given the Pauline setting, we need to reconsider our reaction to Bot-
tom's dream. It would be a mistake to take the religious associations too 
literally; Shakespeare does not suggest that Bottom's affair with the fairy 
queen is a "religious" experience. But the parallelism is obvious. As Paul's 
wisdom appeared foolish before men whose vision was limited by the param-
eters of this world, so Bottom's wisdom appears foolish before those whose 
vision is limited to that which can be understood through reason. If we cannot 
rise above our skepticism to recognize that such seeming madness may some-
how embody the greatest wisdom, we-not Bottom-are the "patch'd fools." 
Shakespeare uses his vain weaver to point out that in love as in religion there 
are things, very real things, which "the natural man perceiueth not." Like the 
Athenian lovers who have also participated in the mystery, Bottom "feels" 
but cannot describe (other than as a dream) a vision which is "beyond the 
wit of man." Nonetheless, he knows-as the lovers know and as Hippolyta 
suspects-that his vision is real, ''something of great constancy." Like many 
another character in Shakespeare, he apprehends in an irrational, dream-like 
state what is beyond comprehension by the rational mind. 
1 5 
Instinctively, he 
chooses the only course open to human beings with such insight. He proposes 
to draft Peter Quince to write a ballad about his experience. At the heart of 
A Midsummer Night's Dream is the constantly reiterated theme that what is 
itself magical, beyond the range of logical discourse, can be communicated 
only through another kind of magic-art. 
This interpretation of the play as a celebration of the irrational, though 
obviously based upon ideas available to Shakespeare and his contemporaries 
whose skeptical, post-Reformation world view had encouraged them to ques-
tion the preeminence of reason, emphasizes aspects of the play in accord with 
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the values of the 1960s and 1970s. 
1 6 
It does, however , exaggerate still further 
several problems which are potentially part of any production of the Dream. 
Insofar as Theseus represents unalloyed reason , he stands in danger of being 
isolated from the main action of the play and appearing to the audience as 
unsympathetic. As Alan Howard (Brook's Theseus/Oberon) has observed, 
"It's very difficult not to make him condescending and curt. "
1 7 
Similarly, the 
fifth act-in which the lovers and Bottom leave the magic of the wood and 
return to the city where they seem quickly to forget the lessons of their various 
dreams-is even more likely to appear as an unwarranted appendage. Brook 
overcame these potential problems with something of a compromise. His 
Theseus was still "a wise, experienced, full person-full of understanding"-
the words are Alan Howard's. Recognizing from the beginning that what Egeus 
demands is wrong, but recognizing as well that the lovers must somehow be 
made to sort our their relationships for themselves as they learn the need for 
"balance" in love, Brook's Theseus led by indirection only. Alan Howard's 
description of Theseus' task lays bare the core of the character: 
His problem is to see how people, all people, can go through a 
process. In the last sequence he knows-in his strange relation-
ship with Puck, who is also his Master of Revels, and in his 
relationship with Hippolyta-Titania-he knows that this play 
to be performed offers a valuable lesson .... All the way 
through the play-within-the-play, Theseus is trying to get the 
young couples to pick up on something. Eventually, he suc-
ceeds, but it's a long battle for him.
1 8 
Though not himself subject to magic, this Theseus used it to lead those around 
him to maturity. His initial reaction to Hermia's plea only seemed barbaric, and 
he knowingly allowed her to run off with Lysander in order to begin an educa-
tive process that would conclude only with the Pyramus and Thisbe episode. 
But in the 1981 season at Stratford-upon-Avon Ron Nichols' produc-
tion of A Midsummer Night's Dream went beyond Brook and demonstrated 
that no such compromise is necessary. Stage tradition to the contrary, Theseus 
need not stand apart as a rational figure unaffected by the irrationality which 
brings so many others to discover their true selves and their right relation to 
those around them. Nichols made it clear that the fifth act can be made an 
integral part of the play , not just because it completes the education of the 
lovers, but because it completes the education of Theseus whose reaction to the 
play-within-the-play at once confirms his change and underscores a major 
theme of the play- the paradox of art , often self-consciously artificial and 
and patently unreal , but yet able to express what is most real and meaningful 
about the human condition. To convey his vision of the play Nichols relied 
primarily on two devices. First, he set the play in Victorian England, thereby 
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heightening its unreality to a contemporary audience and at the same time 
suggesting a very proper , quite literally "straight-laced" world where in public 
at least certain proprieties had to be observed and certain questions had to be 
dealt with circumspectly, especially by those in the public eye. Nichols ' second 
device, the doubling of Theseus/Oberon and Hippolyta/Titania , followed upon 
this. Oberon and Titania came to represent the darker , more sensual side of 
Theseus and Hipployta, their midnight selves liberated from the restrictions of 
their Victorian milieu. 
From the opening moment of the play it was clear that there was 
considerable tension in the relationship between Theseus and Hippolyta. As the 
house lights went down , Juliet Stevenson entered playing a very young Hip-
polyta, dressed in a black gown as if in mourning. She remained alone on stage 
for some seconds , obviously disconsolate, listening to the melancholic music 
drifting through the open door. She was at last joined by Mike Gwilym playing 
an equally young Theseus , also dressed in black. Nichols drew upon Theseus' 
query of his soon-to-be wife-"What cheer my love? "-to set the tone for the 
scene. Theseus had "woo'd her with his sword ," and though he now seemed 
almost desperately try ing to cheer her , promising even " to wed .. . in another 
key," this Hippolyta could not respond joyfully. She was keenly aware of her 
status as a captive bride. Like Hermia , a legal "captive" to her father, she stood 
in danger of a forced marriage at the convenience of a dominant male. That 
Theseus would so easily agree with the strict, legalistic demands Egeus made 
upon his daughter , to marry according to his choice or to die , suggested to 
Hippolyta that he would be incapable of wedding " in another key ." Though 
silent, she expressed her reluctance to join with a man so insensitive to emo-
tional needs by avoiding any physical contact , even eye contact , with him. 
Nichols' Theseus could not teach others about human relationships because 
there was so much that he had not yet learned himself. 
In their first scene together , the " ill met by moonlight" sequence , 
Oberon and Titania showed themselves to be at once much like and much 
unlike their counterparts in the daylight world . There was, of course, the same 
tension in their relationship , generated here by the quarrel over the Indian boy. 
But like their predecessors in Brook 's 1970 Dream, the fairy couple were 
extremely sensual. Where Theseus and Hippolyta never touched , Oberon and 
Titania-though fighting-could not refrain from repeated caresses. Each 
wanted the other, but neither would give in. Their deep feeling for each other 
was evident at once and, perhaps because no attempt was made to disguise the 
fact that these were the same actors who played the royal couple of Athens , 
one quickly conceived the idea that their very sensual love was latent in The-
seus and Hippolyta , needing only the removal of a false barrier to be expressed. 
And like Theseus, Oberon had much to learn about himself. In the wake of a 
passionate argument with Titania, he settled upon a perverse revenge in accord 
with his sensual , almost savage, nature : he would make her fall in love with 
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"some vile thing." But to his own surprise he quickly tired of the game. When 
the time came to release Titania from the spell of the enchanted flower, 
Oberon appeared weary, saddened that the joke had gone too far. His excess 
had taught him about the depth and the nature of his love. The new amity 
of the fairy couple, expressed first in a passionate kiss and then through the 
metaphor of dance, was based on the secure foundation of Oberon's new self-
knowledge. 
Mysteriously, this new amity was at least in part carried over when 
Oberon and Titania reemerged as Theseus and Hipployta to continue the 
scene. A moment of crisis occurred when Lysander revealed his and Hermia's 
purpose in going to the wood. Egeus, who had not changed at all from his cold, 
repressive self, demanded that Theseus punish the couple without further ado . 
But as Demetrius revealed his now rediscovered love for Helena, Theseus put 
his hand to his head, his eyes closed as his fingers came to the bridge of his 
nose. There was obviously a moment of painful recognition. What Nichols 
suggested here is that something, however indefinable, can be carried from 
the dream to the waking state. 
In fact, what Theseus recognized here was nothing less than the nature 
of the male-female relationships that had dominated the play thus far. Deme-
trius, Oberon, and Theseus have in an unfortunate way acted alike. Even Ly-
sander has not been totally immune. What Demetrius did to Helena is what 
Oberon did to Titania-and what Theseus did to Hippolyta. Each has caused 
a woman to suffer because of a forced and unnatural relationship. Demetrius 
would have left Helena, his first love, for Hermia; Oberon forced Titania into 
a relationship with an ass she later looks upon and loathes; Theseus would 
have brought Hippolyta into a loveless marriage of convenience. Even Ly-
sander, though less guiltily since he was acting under the influence of the 
flower , would have forced himself on Helena. As the Oberon side of the The-
seus/Oberon character had learned earlier the error of his ways, so does The-
seus here. He overrules Egeus ' will and the supposedly immutable law of 
Athens , recognizing the need to yield to what is truly important in human 
relationships, recognizing that unreason does have a legitimate place among 
human beings. Sensing a change , Hippolyta moved quickly to his side and ran 
her hand over his shoulder, down his arm, and into his hand-touching him as 
Theseus for the first time in the play and doing so with a caress borrowed from 
the formerly buried half of her own character. The two have become a loving 
couple , their new togetherness mysteriously worked out through the shadow 
persons of Oberon and Titania whose passionate excesses bring them together. 
This interpretation of Theseus makes possible a new perspective on 
Act V. The Theseus who enters now is not the staid, formal monarch of the 
opening scene but a much more relaxed, bourgeois prince-smoking cigarettes, 
arranging chairs, serving drinks. We have been accustomed both by academic 
criticism and stage tradition to understand Theseus' speech on "the lunatic, 
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the lover, and the poet" as a condemnation, however humorous and good-
natured, of people who see what is not. But not here. Theseus' introductory 
line-"/ never may believe/ These antic-fables, nor these fairy toys"-was 
spoken with a particular emphasis on the "I." The implication was that others 
might well and rightly believe, even that Theseus might do so privately. But as 
the head of state, speaking in a Victorian drawing room where some proprieties 
must be observed, he cannot openly admit to such things. Still, as he carefully 
points out himself, he can when necessary do as the lunatic, the lover, and the 
poet and see what is not there. It is, after all, Theseus who can "pick a wel-
come" from the "tongue-tied simplicity" of an overawed clerk. And it is, 
significantly, Theseus who defends the players of the Pyramus and Thisbe 
playlet: "The best of this kind are but shadows ; and the worst are no worse, if 
imagination amend them." While others mock, he lends his imagination to 
patch up what is tendered by "simpleness and duty." His vicarious night in the 
forest has beyond doubt changed his way of looking and judging. 
A closer look at Nichols' treatment of the play-within-a-play will serve 
to sum up how what is unsubstantial, seemingly unreal, can enter our rational, 
waking world. Maria Bjornson's set for the scenes in Theseus' palace did more 
than simply define the period of the action as Victorian. Her set was intention-
ally artificial, a series of painted flats reminiscent of the Victorian theatre. To 
further heighten the unreality, Bjornson lined the edge of the stage with 
oyster-shell footlights and had one of the flats for the forest scenes hung back-
wards so that the audience could plainly see printed in large letters "Act I, 
Scene 3." The set for the forest scenes was plainly no forest but the backstage 
of a Victorian theatre ready for rehearsal with props and chairs spread about 
at random. And the set for Pyramus and This be, played here according to the 
conventions of Victorian melodrama, was still more unreal. Two rows of old 
lanterns, now "footlights,'' defined the stage. Wigs and costumes were made 
ridiculously unreal. Yet for all of this the mechanicals believed with the simple 
faith of Bottom in the power of their art to create something real out of such 
intractable materials-:-and their faith was rewarded. Despite the skepticism 
voiced before the start of the performance, Hippolyta soon began to pity 
Pyramus/Bottom, even to weep gently for him. Taught how it feels to lose a 
beautiful and beloved woman by his recent loss of Titania in the woods, 
Bottom made the farce momentarily convincing. Amid the most unlikely cir-
cumstances, the absurdly rendered story of Pyramus and Thisbe somehow took 
wing and caught for a, moment at the reality of the human condition. During 
the bergomask which follows the play-within-the-play, Bottom once again wore 
an ass's head-not the monstrous, genuinely frightening piece he wore in the 
forest but a comic, cloth-stuffed imitation. And after the dance, he and Hip-
polyta halted momentarily before one another, looking, wondering, half-
remembering some previous encounter-suggesting one more time that the 
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barriers between the daylight world of reason and midnight world of the ir-
rational are not so impenetrable as we sometimes think. 
As lunatics , lovers, and poets are of imagination all compact, so are 
Theseus/Oberon, Hippolyta/Titania, Bottom, and the lovers of experience all 
compact. Not Bottom alone, but all have been translated. In various ways 
they have all seen more than cool reason ever comprehends, and their lives are 
the fuller for their new vision. And so it must be for us, the present day 
audience of A Midsummer Night's Dream. As the title suggests, the play may 
express what is "beyond the wit of man" to comprehend. But what our reason 
cannot comprehend, our whole range of faculties as human beings may appre-
hend through art. Our experience of the play, which we amend with our 
imaginations and believe though challenged by the inevitable crudeness of the 
theatrical medium not to, is yet another validation of Bottom's dream. The 
play itself is Shakespeare's final paradigm. 
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HONEST BEN AND ROYAL JAMES: 
THE POETICS OF PATRONAGE 
Rhodes Dunlap* 
ABSTRACT. In contrast to many a sycophantic writer in search of patrons, 
Ben Jonson refused to flatter and liked best to be thought honest . But since he 
was in fact the recipient of royal patronage unmatched by any other Jacobean 
poet or dramatist, his prized integrity invites close examination. The available 
evidence indicates that Jonson's long-continued favor with King James rested 
on a broad sympathy of tastes and convictions between the two men rather 
than on any habit of deference by poet to king. Throughout his writings 
Jonson assumed an ideal relationship between poet and patron which would 
bring honor to both: the patron must be truly worthy of praise, and the poet 
must truly value and appropriately celebrate that worth. As for King James , a 
royal author needed no patrons, and a royal patron could bestow favor none 
the less worthy of a king for being interpreted in Jonsonian terms. 
Additional index words: flattery , masques , and payments to authors. 
Robert Burton, commenting on the characteristic melancholy of 
scholars and poets, assigns much of the blame to the shortcomings of patrons . 
Poetry and poverty are inseparable , and " 'tis the common fortune of most 
scholars to be servile and poor, to complain pitifully, and lay open their wants 
to their respectless Patrons ... and, which is too common in those Dedicatory 
Epistles, for hope of gain, to lie, flatter, and with hyperbolical elogiums and 
commendations to magnify and extol an illiterate unworthy idiot for his ex-
cellent virtues .... So they prostitute themselves .. . to serve great men's 
turns for a small reward. "
1 
For patronage of this degrading sort the sturdy independence of Ben 
Jonson should well have disqualified him. He boasted that "of all stiles he loved 
most to be named honest;" he also said that "he heth a minde to be a church-
man , & so he might have favour to make one Sermon to the King, he careth 
not what yr after sould befall him, for he would not flatter though he saw 
Death. "
2 
The fact is that when Jonson made these ringing pronouncements he 
had long been writing for the court and would continue for some years to be a 
regular supplier of court masques. He was "the king's poet" .. with a royal pen-
sion and other signs of favor matched by no other poet or dramatist in England. 
Let us look more closely at his prized integrity in the light of such a status. 
*Retired, Department of English, University of Iowa, Iowa City, IA 52242 . 
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Jonson had not always found success with royalty. In two of his early 
plays , Every Man Out of His Humour and Cynthia's Revels, his compliments to 
Queen Elizabeth were fervent but somewhat inept , and in any case the Queen 
had a well-earned reputation for parsimony. In yet a third play from the reign 
of Elizabeth , Jonson turned to the happy example of imperial Rome, where 
rich and powerful patrons were indeed good to good writers. A pointed episode 
in Poetaster opens with an address by the enlightened Emperor Augustus, who 
tells his followers that they and Rome will be immortalized by "Sweet poesies 
sacred garlands," 
Which is, of all the faculties on earth , 
The most abstract, and perfect; if shee bee 
True borne, anq nurst with all the sciences. (V.i.17-20) 
Present with Augustus is the renowned patron Maecenas, and also the poet 
Horace , who is Jonson's principal spokesman in the play. Though Horace is 
polite he is by no means obsequious, and he is even bold enough to challenge 
Augustus on an ill-considered remark about the poverty of poets; whereat 
Augustus, who clearly understands the respect due to an honest poet, com-
mends him: 
Thankes, Horace, for thy free, and holsome sharpnesse: 
Which pleaseth Caesar more, then seruile fawnes. 
A flatterd prince soone turnes the prince of fooles. (V.i.94-96) 
Virgil enters, and Augustus rises to greet him : 
Welcome to Caesar, Virgil. Caesar , and Virgil 
Shall differ but in sound; to Caesar, Virgil 
(Of his expressed greatnesse) shall be made 
A second sur-name , and to Virgil , Caesar. (V.ii.2-5) 
Then he seats Virgil on a special throne to recite passages from the Aeneid, 
which poetically glorifies both Rome and Augustus. Thus a great poet and a 
great ruler confer honor each on the other. Much of Poetaster is more narrowly 
concerned with the scorn due to certain bad poets. But the Augustan image 
of worthy poet and worthy patron was to remain with Jonson all his life. 
King James VI of Scotland, who succeeded Elizabeth on the English 
throne as King James I, had a training in the classics not unlike Jonson's own. 
One of James' tutors had been the famous humanist George Buchanan, and 
since the age of eighteen the King had himself been appearing in print with 
both verse and prose. Besides this, he had shown his love of letters by assembling 
a modest group of poets at the Scottish court, so that many an English author 
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now expected to thrive under his patronage. Most were doomed to disappoint-
ment , since he was soon to become primarily a recruiter of scholars to assist 
him in political and religious controversy. But he never wholly lost his love of 
plays and poetry; there is a late and unproved story that he wrote a letter with 
his own hand to commend Shakespeare,
3 
and it is a matter of record that he so 
enjoyed a Latin comedy at Cambridge that he made a special trip back to see a 
second performance.
4 
His attitude toward authorship is suggested by a passage 
in Basilicon Doran, a book of kingly advice to his son Prince Henry, where he 
writes, with citations from Cicero and Horace , "Flatter hot your selfe in your 
labours, but before they bee set foorth, let them first bee priuily censured by 
some of the best skilled men," and revise them thoroughly before they are 
pu blished
5 
-a principle of careful art which was equally dear to Ben Jonson. 
Jonson lost no time in welcoming the new monarch . Besides composing 
an elegant "Entertainment" for the new Queen and Prince, Jonson devised part 
of the pageantry and speeches for the coronation procession, and these were of 
a sort that would challenge and celebrate the King's humane learning. Jonson 
was responsible for two of the triumphal arches; one of these prominently 
displayed a quotation from the Roman poet Martial originally addressed to the 
Emperor Domitian , and the other some verses originally addressed by Horace 
to Augustus; in one of the speeches Jonson explicitly paralleled James with 
Augustus. Four days later, when the King opened Parliament, Jonson was ready 
with a panegyric poem which offered the King lofty advice rather than mere 
compliment, and he sent the King a manuscript copy.
6 
These overtures by 
Jonson establish the tone for an association which was to last more than 
twenty years and in which Jonson saw parallels to the ancient poets and their 
imperial patrons. In one of his epigrams, "To the Ghost of Martial ," he writes: 
Martial, thou gau'st farre nobler Epigrammes 
To thy Domitian, than I can my lames: 
But in my royall subiect I passe thee, 
Thou flattered 'st thine, mine cannot flatter' d bee. 7 
From any writer other than Jonson, such a tribute might itself sound like mere 
flattery . Could not James be flattered? Jonson's own prose notes , posthu-
mously published, transcribe from Plutarch a quite contrary generalization: 
"They say Princes learne no Art truly, but the Art of Horse-manship. The 
reason is, the brave beast is no flatterer. Hee will throw a Prince, as soone , as 
his Groome. "
8 
But perhaps the princes in question had not mastered their 
monitory Plutarch, as King James presumably would have 'done. In any case 
he had Jonson to remind him. 
About Jonson's personal associations with the King the evidence is 
fragmentary but suggestive of considerable freedom. On at least one occasion, 
according to his own account , he attacked the King quite bluntly on a matter 
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involving poetic rhythm: "He said to the King his master M [aster] G [ eorge] 
Buchanan, had corrupted his eare when young & learned him to sing Verses, 
when he sould have read them. "
9 
Considering the respect which Jam es ex-
presses elsewhere for the opinions of experts, he may well have accepted this 
criticism. We also find Jonson accusing the King of some preposterous literary 
judgments-that "Sir P [hilip] Sidney was no poet neither did he see ever any 
verses jn England to ye Scullors" (that is, the productions of John Taylor the 
Water-poet) . 
1 0 
Assuming that the quotation is correct, James must have been 
amusing himself by teasing Jonson; actually he had called Sidney ''the best and 
swetest wryter that ever he knewe,"
1 1 
and he had written verses on Sidney's 
death. In any event it seems clear that though Jonson wanted to please the 
King with his writings he made no special effort to defer to the King's opinions. 
For some years he was a Catholic, whereas the King was a strenuous champion 
of the reformed faith.Jonson did not hesitate to speak up for his learned friend 
John Selden when Selden published a book which the King disapproved. It is 
often assumed that Jonson conformed to the King's prejudices when he sati-
irized tobacco and Puritans; and John Aubrey, writing later in the seventeenth 
century, says flatly: "King James made him write against the Puritans. "
1 2 
But 
Puritans were the common enemy of playwrights, and Jonson mocked the 
absurdities of tobacco-takers in both of his Humour plays before James ever 
came to England. In these instances, as in many others, Jonson's own convic-
tions happened to agree closely with those of the King. These include Jonson's 
high conception of the monarchy . "After God," he wrote, "nothing is to be 
lov'd of man like the Prince: He violates nature , that doth it not with his whole 
heart. For when hee hath put on the care of the publike good, and common 
safety; I am a wretch, and put of[f] man, if I doe not reverence, and honour 
him: in whose charge all things divine and humane are plac'd."
1 3 
On the other 
hand, James would have found nothing wrong with the qualification, in the 
"Panegyre" which Jonson addressed to him in 1604, that kings are placed on 
their throne by Heaven 
To rule like Heauen; and haue no more, their owne, 
As they are men, then men.
1 4 
As for the King's attitude toward Jonson , there is every indication that 
he liked and respected his unobsequious poet. In 1605 he became angry at 
some jibes against the Scots in Eastward Ho, a comedy on which Jonson had 
the bad judgment to collaborate, but the royal wrath did not last, and before 
the end of the year Jonson was entrusted with a confidential mission connected 
with the Gunpowder Plot. With regard to some topicality in a later play, The 
Devil Is an Ass, Jonson says that "the King desyred him to conceal it;" 1 5 
whether the royal advice was good or bad, Jonson could at least be assured of 
the King's interest in what he wrote. In 1616, when the Workes of Beniamin 
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Jonson appeared in an impressive folio-the first such collection by an English 
dramatic writer-the King assigned him an annual pension of a hundred marks, 
certainly not very much but still as much as he might expect to make from 
several plays or masques.
1 6 
In 1619 , when Jonson returned from Scotland, he 
reported that "His Majesty .. . professed (I thank God) some Joy to see me, 
and is pleased to hear of the Purpose of my Book"-which was to be a narrative 
of his adventures.
1 7 
The King even contemplated making his poet a knight, and 
in fact granted him a reversion of the office of Master of the Revels, which he 
did not live to enjoy. An increase in his pension would undoubtedly have been 
more welcome. 
For this care of Jonson the King received as his most substantial return 
the great series of court masques; they begin early in the reign, and from 1616 
till after James' death in 1625 Jonson brought out nothing in dramatic form 
except masques. Stephen Orgel in his book The ]onsonian Masque remarks 
perceptively that "in a way the form is as much the creation of the king's 
sensibility as of Jonson's. "
1 8 
Their tone ranges from the high and heroic to 
the picturesque whimsicality of The Gypsies Metamorphosed, where a Gypsy 
Captain undertakes in all apparent innocence to read the King's palm: 
Here's a Gentlemans hand .... 
You liue chaste and single, and haue buried yor wife, 
And meane not to marrie by the line of yor life . 
Whence he that coniectures yor qualitie, learnes 
You' are an honest good man , and haue care of yor barnes 
[bairns , children]. 
Your Mercuries hill too a witt doth betoken, 
Some booke crafte you haue , and are prettie well spoken . . . . 
1 9 
More typically the King, presiding over the masquers from his centrally placed 
chair of state, becomes a guardian and symbol of ideal values which the masque 
celebrates, such as the union of England and Scotland as the archetype of all 
happy marriages, or the return of both Justice and good poets in a new Golden 
Age under his rule. The masque form has its hazards; Jonson was distressed to 
find participants and viewers more taken with Inigo Jones' brilliant stagecraft 
than with the poet's part , whereas in our own century even the great Herford 
and Simpson edition of Jonson refers with regret to the "tasteless flattery. "
2 0 
Flattery no doubt there may be if seen in the cold light of day, without benefit 
of the symbolic and dramatic medium. 
The masque is not a classical form , but it reflects a venerable classical 
assumption that poetry ought to honor great men and perpetuate their glory. 
Horace (Carm. IV.ix .25-28) writes that there were many valiant heroes before 
Agamemnon, but they have been forgotten because they lacked a poet . As for 
Jonson , he entertains no doubt that his poetry will perpetuate even lesser 
148 DUNLAP 
examples of goodness. Thus his epigram to the famous player Edward Alleyn, 
who had enacted roles for many playwrights, refers to his own poem as assuring 
Alleyn's glory in future ages: 
'Tis iust , that who did giue 
So many Poets life, by one should liue.
2 1 
Similarly in another epigram Jonson tells his friend Sir Henry Nevil , who had 
not won favor at court : 
Who now calls on thee, Nevil , is a Muse, 
That serues nor fame, nor titles; but doth chuse 
Where vertue makes them both , and that's in thee: 
Where all is faire, beside thy pedigree .... 
Goe on, and doubt not, what posteritie, 
Now I haue sung thee thus, shall iudge of thee.
2 2 
In exerc1smg such a function the poet himself is glorified, not only for his 
power to glorify but also for his clear perception in choosing persons who merit 
such honor. Jonson offers repeated praise to his royal patron, king by the grace 
of God, but he insists that Poesy is royal too-"the Queene of Arts: which had 
her Origin all from heaven. "
2 3 
In this respect the odds between King and 
Poet are at least even. Jonson was fond of a Latin tag, "Solus aut rex aut 
poeta non quotannis nascitur"- only a king or a poet is not born every year.
2 4 
And in lines addressed to the Countess of Rutland, who was the daughter of 
Sir Philip Sidney, he was willing to go even further: 
That Poets are far rarer births then kings, 
Your noblest father prou'd ... . 
2 5 
Naturally the right employment of poetic power puts a heavy burden 
on the poet's integrity, for if we cannot trust the poet the whole splendid fab-
ric of poetical tribute comes crashing. Ariosto early in the sixteenth century 
meant his Orlando Furioso to glorify his patrons of the house of Este, but by 
the time he reached his thirty-fifth Canto he could not resist some witty 
though potentially damaging second thoughts. Homer, he pointed out, wrote 
of Agamemnon, who conquered Troy, and of virtuous Penelope, who remained 
faithful to her husband. But how can we be sure that it was not really the 
Trojans who won the war, or that Penelope was not really a loose woman? 
Homer could just as well have had it either way. And the moral?-simply this: 
if you want to be remembered gloriously you had better be good to writers , 
for all that will survive is what gets written . If Nero had only had the good 
judgment to make friends with writers, he would now enjoy better fame.
2 6 
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The problem of misused literary power has been a matter of concern 
since ancient times. Quintilian (Institutio Oratoria, III .vii .25 ) describes a kind 
of rhetorical trickery whereby in rendering praise we can make vices sound like 
virtues ; but he hastens to add that orators will not often use such trickery, 
since the ideal orator is a good man . A companion dictum, first found in 
Strabo, tells us that a good poet must be a good man , and Jonson makes this a 
key point in his dedication of Volpone . As a good man and good poet he will 
never write a morally defective play. Neither would he so much as tolerate an 
unworthy patron , and he thanks one noble benefactor with the assurance that 
though my fortune humble me, to take 
The smallest courtesies with thankes, I make 
Yet choyce from whome I take them . ... 
The ideal relationship of patronage and praise becomes a kind of reciprocity 
which does equal credit to "Donn or's or Donnee 's," as ] onson terms them 
later in the same poem.
2 7 
Jonson's insistence on being thought honest is thus 
not a mere quirk or humor on his part, though some of its manifestations may 
seem so. It is an essential element in his conception of himself as a poet, and a 
poet worthy of patronage. 
It must be added that the dignity of this conception could not recon-
cile him to what he saw as the unworthy thinness of his material rewards . 
Drummond writes, "He dissuaded me from Poetrie , for that she had beggered 
him, when he might have been a rich lawer, Physitian or Marchant. "
2 8 
But 
] onson was equally unhappy when on one occasion (of which the circum-
stances are unknown) he came to realize that he had extended poetic praise to 
someone who did not deserve it. In a furious address "To my Muse" he burst 
out : 
Away, and leaue me, thou thing most abhord, 
That hast betray'd me to a worthlesse lord; 
Made me commit most fierce idolatrie 
To a great image through thy luxurie .. . . 
He welcomed instead a "happier Muse:" 
Shee shall instruct my after-thoughts to write 
Things manly , and not smelling parasite . . . . 
2 9 
At melancholy moments he could regret his hard poetic calling; but he would 
never willingly fall short of an ideal which makes poets no whit less estimable 
than kings. 
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Like so much else in Jonson's work, his ideas about poets and patrons 
were based in classical precedent but were made distinctively his own. No other 
writer of his period approached him in the insistence with which he developed 
and reiterated such ideas; John Donne, for instance, also found patronage a 
serious problem but was concerned far more with practical difficulties than 
with theoretical questions. King Jam es would necessarily have seen the matter 
from another perspective: as a royal author he needed no patrons, but we may 
assume that as a patron he could readily enough perceive his own dignity in 
J onsonian terms . 
LITERATURE CITED 
1 
Robert Burton, The Anatomy of Melancholy , ed . A. R . Shilleto, 3 vols. (Lon-
don : G. Bell and Sons , 1926), I, 350, 357. The sentences quoted are from Part I. Sect. II. 
Mem. III. Subs. XV. , which includes a tribute to King James I as a patron. 
2 
Conversations with Drummond, in Ben Jonson , ed. C.H. Herford and Percy and 
Evelyn Simpson , 11 vols. (Oxford: Clarendon Press, 1925-1952), I, 150, 141. 
3 
E. K. Chambers , William Shakespeare, 2 vols . (Oxford: Clarendon Press , 1930), 
II , 270. 
4 
E. K. Chambers , Th e Elizabethan Stage , 4 vols. (Oxford: Clarendon Press , 1923), 
III, 475-76 . 
5 
King James I, Workes (London, 1616), pp. 184-85 . 
6 
"Part of the Kings entertainment" and "A Panegyre ," in Herford and Simpson, 
VII, 69, 83-117. 
7 . . . 
Epigram XXXVI , m Herford and Simpson , VIII , 38 . 
8
Herford and Simpson , VIII, 601. King James' own Basilicon Doran contains 
a brief warning against flatterers (Workes, p. 169). 
9 
Conversations with Drummond , in Herford and Simpson , I, 148 . 
I 
0 
Ibid ., p. 142. 
11 
Quoted in New Poems by James I of England , ed . Allan F . Westcott (New York: 
Columbia University Press , 1911), p . lxxix , from Calendar of Border Papers, II, 640 . 
12
Herford and Simpson, I, 180 . 
13 
"Timber: or, Discoveries ," in Herford and Simpson, VIII, 594. 
1 4 
Herford and Simpson, VII, 115. 
1 5 
Conversations with Drummond, in Herford and Simpson, I, 144. 
16 
A hundred marks is £66 l 3s. 4d. Jonson told Drummond that "of all his Playes 
he never Gained 2 hundreth pounds" (Herford and Simpson , I, 148). Phoebe Sheavyn, 
HONEST BEN AND ROYAL JAMES 151 
The Literary Profession in the Elizabethan Age, 2nd ed., revised by J. W. Saunders (New 
York : Manchester University Press and Barnes and Noble, 1967), pp . 94-95 , estimates that 
Jonson averaged £ 12 to £14 for a play and about £20 for a masque , though Jonson and 
Inigo Jones got a generous £40 each for The Masque of Queens. With th is may be compared 
the sum of £1 ,984 8s . 2d. paid to " his Ma: ties Silkman" for some of the costumes (Herford 
and Simpson , X, 493). Stephen Orgel , The ]onsonian Masque (Cambridge , Mass.: Harvard 
University Press , 1965), p. 4, says that "for a masque King James gave [Jonson] five times 
what his producers paid for a new play," but he does not indicate how he arrives at this 
figure . 
1 7 
Letter to William Drummond from London , 10 May 1619 , in Herford and 
Simpson , I, 207. 
18 
Orgel , p. 63 . 
19 
Herford and Simpson , VII, 574. Dale B. J . Randall ,]onson 's Gypsies Unmasked 
(Durham , N. C.: Duke University Press , 1975) argues that in this masque Jonson obliquely 
attacks corruptions at court, but the case is not a strong one. 
20
Herford and Simpson , II , 304. 
21
Epigram LXXXIX, in Herford and Simpson, VIII , 56-57. 
2 2 
Epigram CIX, in Herford and Simpson, VIII , 70. 
23
"Timber : or, Discoveries ," in Herford and Simpson , VIII , 636 . 
24 
It first appears, as "Solus Rex, & Poeta non quotannis nascitur , " at the end of 
the "Panegyre" which Jonson addressed to the King in 1604 (Herford and Simpson, VII , 
117). By referring to King and Poet , rather than King or Poet, Jonson may intend a com-
pliment to James as both King and Poet , as in Epigram IV (Herford and Simpson, VIII, 28). 
25
Epigram LXXIX, in Herford and Simpson, VIII , 53. 
26 
Jonson 's pronouncement th at Sir John Harington's English version of Ariosto 
"under all translations was the worst " implies familiarity with the poem, though Drummond 
observed that Jonson "neither doeth understand French nor Italianne" (Herford and Simp-
son, I, 133-134). 
2 7
" . 1 . d d 'l An Ep1st e to Sir E war Sacv1 e, now Earle of Dorset, " in Herford and Simp-
son, VIII , 15 3-58. 
28
Herford and Simpson , I, 149 . 
2 9 
Epigram LXV, in Herford and Simpson, VIII , 48 . 

IOWA STATE JOURNAL OF RESEARCH I NOVEMBER, 1982 
Vol. 57 , No. 2 
153-161 
MARINA IN PERICLES: EXCHANGE VALUES 
AND THE ART OF MORAL DISCOURSE 
Nona Fienberg* 
ABSTRACT. In "Of Truth" (1625), Francis Bacon distinguishes between 
"theological and philosophical truth" and the "truth of civil business." His 
simultaneous complicity in the world of civil business, where even truth has 
its price, and vision of the spiritual truth that does not change with market 
prices provides an analogy to Shakespeare's vision in Pericles. Act Four and 
Marina's role in it serve as the thematic and structural pivot between two 
contrasting economies, that which values women as a commodity to exploit 
and that which values their wholeness and integrity. In the brothel, Marina's 
moral discourse dramatizes the medicinal value of truth . Through her el-
oquence, she frees herself, Lysimachus , and Pericles from subjection to a cor-
rupt, market economy and frees the play to celebrate action carried out in a 
spirit of charity. 
Additional index words: economic metaphor, language , Shakespeare's 
heroines, women, and romances . 
In his essay, "Of Truth" (1625), Francis Bacon distinguishes between 
"theological and philosophical truth" and the truth of "civil business." While 
he further distinguishes between the poets, whose harmless lies give pleasure, 
and the merchants, who lie "for advantage," both stand in the second category 
of the truth of civil business, since both participate in the nascent spirit of 
capitalism of seventeenth-century London. A spokesman for his economic 
world, Bacon frames his essay with a cynical portrayal of truth in the market-
place: "Truth may perhaps come to the price of a pearl, that showeth best by 
day; but it will not rise to the price of a diamond or carbuncle, that showeth 
best in varied lights. A mixture of a lie doth ever add pleasure. "
1 
But if the 
world of civil business where even truth has its price informs his essay, Bacon 
grants us, in the heart of the essay, a vision of truth "in varied lights," the 
spiritual truth that does not change with market prices: "Certainly it is heaven 
upon earth to have a man's mind move in charity , rest in providence, and turn 
upon the poles of truth . "
2 
Bacon's simultaneous complicity in the world of 
economic values and vision of a "heaven on earth" provides an analogy to the 
complexity of Shakespeare's vision in Pericles. In the play world, Pericles' 
lost daughter Marina, while initially subject to the selfish, mutable truth of 
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civil business , ultimately triumphs over the marketplace. Through her mastery 
of the linguistic act Marina not only controls audience response to her value, 
but also shapes her own destiny. Through Marina 's eloquence, Pericles becomes 
a celebration of action carried out in a spirit of charity . 
In her 1976 article , Phyllis Gorfain argues for the structural importance 
of Gower's role as mediator : "the patience he urges in enduring the narrative 
parallels the virtue with which the heroes bear temporal dangers."
3 
But Gor-
fain's discussion of the analogical structure of the play does not fully account 
for Marina's structural function in Acts Four and Five. C. L. Barber also cannot 
accommodate , in Pericles , the "strange comical scenes in the brothel" to his 
vision of the transformations which help humans to approach divinity .
4 
Never-
theless, the play insists in a number of ways on the importance of Marina's 
brothel experience . First , Gower carefully frames the scenes, bidding his 
audience to bear Pericles' daughter's "woe and heavy well-a-day/ In her unholy 
service" with "patience. "
5 
Second, our most extended encounter with Marina 
occurs when she is in the brothel, where she is sold by pirates after escaping 
from the grasp of a paid murderer. We learn there most fully her inherent value 
when she contrives to escape from the contract of prostitution by creating a 
market for her discourse . The third way the play suggests the importance of 
the brothel experience is a more mysterious one. In the fifth act recognition 
scene between father and daughter , as Pericles slowly and painfully solves the 
enigma of Marina's identity, her brothel experience forms no part of their 
dialogue . Instead , as Marina relates it, the pirates , who sold her into presumed 
prostitution, are transformed from cruel profiteers into benevolent rescuers. 
Pericles learns the lesson of her inner worth through the example of her moral 
discourse. 
Act Four and particularly Marina's role in it serve as the thematic and 
structural pivot between two contrasting economies , that which values women 
as a commodity to exploit and that which values their wholeness and integrity . 
In the debased economy of Antiochus' court , the king himself exploited his 
daughter as a sexual object. When Act Four begins , Marina has reached puberty, 
the marriageable , that is , marketable, age in Renaissance England. Dionyza, 
her surrogate mother , plots to have her killed in order to enhance the marriage 
value of Philoten, her own daughter. As long as praises are, as Gower says, 
"paid as debts" (IV.i.34) to Marina, Philoten's worth suffers. Abandoned at the 
seaside to the savage Leonine, whose only incentive to murder is profit, Marina 
is powerless to save herself. Once the pirates capture her, however, she enters a 
world where the debased economy implicit in Antiochus' and Dionyza's courts 
becomes explicit. In the brothel, Marina challenges the truth of civil business 
with her spiritual truth; she sets her value system against their market econ-
omy. 
The pirates' cries as they seize Marina declare how they value her. 
One calls, "A prize , a prize!" (IV.i.93); another claims his share in the profits , 
MARINA IN PERICLES 155 
"Half-part, mates, half-part" (IV.i.94). They treat her as they would gold, 
silver, ivory, or pearls, purely as coin in the marketplace . When they sell Marina 
into the brothel, they drive a hard bargain but gain their price, "one thousand 
pieces" (IV.ii.51). In the world of Pander , Boult and Bawd, such objectification 
of women becomes even more reductive. The three take inventory, find that 
their stock in trade is low, and determine to replenish it. Pander's complaint 
pertains to quantity, "We lost too much money this mart by being too wench-
less" (IV.ii.4-5), while Bawd's assessment concerns quality, "The stuff we have, 
a strong wind will blow it to pieces, they are so pitifully sodden" (IV.ii.18-20). 
By reducing a girl or young woman to a "wench" and further diminishing her 
to fabric to be worked, blown upon, or sold, they reveal the moral bankruptcy 
of their commerce. But as long as the accounting remains general, an audience 
can be amused by the spectacle of a brothel's financial concerns. The reductive 
language they apply both to their "goods" and their customers is itself richly 
metaphorical and solidly Anglo-Saxon: "Ay, she quickly poop'd him, she made 
him roast-meat for worms" (IV.ii.24-25). Until Marina enters this world, its 
moral emptiness matters less than its linguistic richness. 
Marina, however, insists on the bond between the inherent value of a 
person and the moral content of language. In her dialogue with Bawd, for 
example, the term "woman" is at issue: 
Mar. Are you a woman? 
Bawd. What would you have me be , and I be not a woman? 
Mar. An honest woman, or not a woman. (IV.ii.82-85) 
To Marina, the word contains a moral value, as a woman expresses wholeness 
and integrity. To Bawd, a woman's value lies in her use. When she instructs 
Boult to cry their wares in the marketplace, she describes Marina by means 
of a blazon: "Boult, take you the marks of her, the color of her hair, complex-
ion, height, her age, with warrant of her virginity, and cry , 'He that will give 
most shall have her first.' Such a maidenhead were no cheap thing, if men were 
as they have been" (IV.ii.57-61). In effect , Bawd shatters Marina into pieces, 
hair, height, complexion, age, maidenhead, in order to recover their one thou-
sand piece investment. Such a process continues the violent assaults on Marina 
threatened by Leonine and the pirates. Bawd breaks her up into parts, with an 
aggressive, appropriative purpose. 
6 
In that economy, Marina's sense of her 
integrity as a "woman" constitutes a danger . 
Yet, in the brothel, Marina herself learns how to use her exchange 
value in a way quite at odds with what her masters intended. She finds, that is, 
another commodity to trade. Instead of selling the virginity for which she can 
gain a greater prize, she creates a market for her moral discourse . Through the 
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art of her speech, moreover, she transforms the brothel customers into gen-
erous spirits. While we do not see her transform the two Gentlemen leaving the 
brothel, we hear them attest to her powers: 
1. Gent. Did you ever hear the like? 
2. Gent. No, nor never shall do in such a place as 
this, she being once gone. 
1. Gent. But to have divinity preach'd there! did 
you ever dream of such a thing? (IV.v .1-5) 
Although Gower has just warned us that we must watch Marina in her "unholy 
service," presumably her performance of a postitute's part, we see, in contrast, 
a "holy service." Marina has preached divinity so convincingly that the Gentle-
men determine to "hear the vestals sing." 
The testimony of the two Gentlemen prepares us for the more 
complex encounter between Marina and Lysimachus, the Governor of 
Mytilene. If she has opened the Gentlemen's ears to the worth and 
beauty of the Vestals' song, she educates the Governor's ears to her 
moral discourse . When Lysimachus enters her company, he calls her a 
"creature of sale" (IV.vi.78), expecting to pay for his sexual pleasure. 
Moreover, he addresses her in prose speeches appropriate to the setting. 
Marina, however, both confounds his expectations that he is meeting an 
object for sexual exploitation and counters his prose with her poised, 
imaginative verse. When he leaves her company, he communicates 
in the verse appropriate to his own social position, to his inherent 
nobility, and to his te:acher, Marina. 
To effect such a conversion and to reveal her value she uses an 
integrated myth of her own identity: 
For me , 
That am a maid, though most ungentle fortune 
Have plac'd me in this sty, where since I came, 
Diseases have been sold dearer than physic-
That the gods 
Would-set me free from this unhallowed place, 
Though they did change me to the meanest bird 
That flies i' th' purer air! (IV.vi.95-102) 
Through this myth of mysterious origins, present alienation, providential inter-
cession and metamorphosis, Marina tames the rude Lysimachus. Despite its 
brevity and general outline, the myth describes accurately her subjection to a 
debased society and a corrupt economy. Without revealing her origins directly 
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she implies her worth in references to "ungentle fortune" and her moral and 
social superiority to "this sty ." In addition, the central broken verse, "That 
the gods" looks syntactically in two directions. At first , it seems to complete 
the thought begun with "For me /That am a maid ... " suggesting that she is 
a maid for whom the gods intend a nobler fate . Yet the syntax shifts unex-
pectedly into her wish to become ''the meanest bird." In the listener's mind, 
the implied contrast remains between true nobility and apparent debasement. 
Her further complaint that in the brothel buyers purchase diseases instead of 
physic implies an additional contrast between that debased exchange and the 
medicinal value in her true discourse . 
Lysimachus does not merely declare his transformation through the 
moral speech of Marina; he shapes his new measure of himself as a man and 
a governor into the measure of blank verse. He completes the unfinished last 
line of her myth with his praise : 
I did not think 
Thou couldst have spoke so well, ne'er dreamt thou 
couldst. 
Had I brought hither a corrupted mind, 
Thy speech had altered it. (IV.vi.102-05) 
Yet her story also commands a high exchange value. Because Lysimachus 
learns of Marina's integrity through her myth, he values her not in pieces, but, 
he says, as "a piece of virtue" (IV.vi.111). Nonetheless , he presses coin on her, 
"Hold, here's gold for thee" (IV.vi.105) and "Hold, here's more gold for thee" 
(IV.vi.113). Just as he would have paid for the sexual pleasure he expected to 
purchase , Lysimachus pays for his pleasure in her narrative. Indeed , he may pay 
more for Marina's myth of selfhood and her redefinition of his moral role than 
he would have paid for a "creature of sale." 
Ironically , the moral discourse which earns a good price resembles the 
skills Bawd so wanted her protegee to learn. Appropriately using the rhetorical 
figure of gradatio , in which one word is exchanged for another of greater value 
in a climactic sequence, Bawd tutors Marina ~n the strategy of earning a high 
price for her favors , "to weep that you live as you do makes pity in your 
lovers; seldom but that pity begets you a good opinion, and that opinion a 
mere profit" (IV.ii.116-21). To Bawd, the tears serve merely as counters in 
a commercial transaction, like the pieces into which she shatters Marina 
through the blaz on. Indeed, in the account of the conversation between Lysima-
chus and Marina provided in George Wilkins' The Painful/ Aduentures of 
Pericles Prince of Tyre (1608), the governor accuses her of using her tears as 
"some new cunning, which her matron the Bawde had instructed her in, to 
drawe him to a more large expence . "
7 
As he later affirms, however, Marina's 
tears signify her integrity and her identity . When Pericles seeks to understand 
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the mysterious ongms and source of power of the maid who has made him 
weep, he asks Lysimachus what he knows of her (V.i.183-84). The Governor's 
response: 
She never would tell 
Her parentage; being demanded that, 
She would sit still and weep . (V.i.187-89) 
proves her value to Pericles . To " tell ," in this instance, suggests to estimate the 
value of as well as to narrate. In the pun, Lysimachus glances at the bond 
between true discourse and inherent worth. 
But before Marina exploits the riches in silence, she uses her eloquence 
to assume control over her role in the brothel. When Boult vows to rape her, he 
speaks of the act as a robbery, threatening "To take from you the jewel you 
hold so dear " (IV. vi .154) and hoping to subject her through violence to the 
brothel's market economy. But Marina, who failed to tame Leonine, now tames 
this savage. She determines both her persuasive strategies and the commodities 
she will sell. First , she engages Boult in a dialogue where she controls the terms. 
She asks a riddle, "What canst thou wish thine enemy to be?" (IV.vi.158). The 
answer that Boult is his own enemy emerges from the truth-telling portrait 
Marina paints of him, "Thou art the damned doorkeeper to every/ Custrel that 
comes inquiring for his Tib" (IV.vi.165-66). Then, she slips Boult some money, 
echoing Lysimachus , "Here, here's gold for thee" (IV.vi.172). Finally, she 
convinces him that she can support the brothel through singing, dancing, and 
embroidery. The combination of moral discourse and financial considerations 
persuades Boult. In this exchange, Marina acknowledges the market system, 
yet remains uncorrupted by it. Gower celebrates her new role as both an 
aesthetic success, a happy reconciliation of nature and art, and an economic 
triumph, a profitable enterprise: 
... pupils lacks she none of noble race, 
Who pour their bounty on her; and her gain 
She gives the cursed bawd. (V.Gower.8-10) 
Like the art of the narrator of the play, Gower himself, Marina's arts now have 
exchange value. Although she still gives the brothel all her gold, she has re-
tained the chastity which serves as a synecdoche for her inner value as well as 
her value in the marriage market. 
The greatest test of Marina's ability to exert the power of moral 
discourse occurs in the recognition scene (V.i.) when she and her father 
reunite. Faced again with a version of man's savage nature, in a Pericles 
whose grief has made him barbaric, unwashed, and devoid of language, Marina 
civilizes him. In contrast to The Tempest, where Miranda only wishes she were 
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"any god of power," while Prospero draws his family to his shore and teaches 
a savage to speak, here Marina draws Pericles to Mytilene and teaches him 
language . The medicinal value of truth is applied to a Pericles wounded by the 
world's deceptions, especially the falseness possible in speech. When the Gov-
ernor brings Marina on board Pericles' ship, he raises the question of the 
value of her powers, "Thy sacred physic shall receive such pay/ As thy desires 
can wish" (V.i.73-74). It is on this question of the source of Marina's value 
and the nature of rewards in this world that the recognition scene turns. 
While Marina participated in the money and commodity-based econ-
omy of Myteline, she was called a rose," "pretty one," "a maidenhead," and 
"mistress" but was bereft of her name . On board Pericles' ship, however, where 
value resides not in the mutable "truth of civil business," but in the more 
stable qualities of inherent gentility and noble parentage, naming becomes 
crucial to Marina's revelation of her true nature. Like the Gentlemen, Lysima-
chus, and Boult, Pericles is prepared to objectify Marina, to handle her roughly, 
even violently. But just as Marina has brought others from complicity in the 
debased economy of the brothel, so she teaches Pericles a more charitable 
understanding of their relationship. His first words after his long silence bro-
kenly shift between the world of civil business and that of more lasting truths, 
"My fortunes-parentage-good parentage-/ To equal mine-(V.i.97-98). But 
when he lauds her as "Thou that beget'st him that did thee beget" (V.i.195), 
he attests to Marina's creative function and the spiritual dimension of her 
powers. In this suggestive formula , he replaces the cornmerical motive "to get" 
with the theological truth of the relationship between God, the Son, and the 
Word associated with the verb "to beget. "
8 
To effect such a transformation, Marina's strategy consists not only in 
what she tells Pericles but in what she conceals from him. Even after she 
reveals , "My name is Marina" (V.i.142), she stalls. Three separate times she 
threatens to withhold her story: 
and, 
and again, 
Patience, good sir! 
Or here I'll cease. 
You said you would believe me, 
But not to be a troubler of your peace, 
I will end here. 





By drawing attention to what she veils, the art of her telling resembles what 
Barthes describes as "narrative striptease" and is analogous to the Bawd's 
lesson on how to exchange tears for gold.
9 
But Marina has translated the 
brothel's corrupt system of exchange into a true equivalence between moral 
discourse and inner worth. Just as she chooses not to squander her chastity, 
so she retains for herself the value of her brothel experience . Thus, in her nar-
rative, the pirates who sold her into prostitution "came and rescued me;/ 
Brought me to Meteline" (V '. i.174-75). There she interrupts herself with a 
question, "But, good sir,/ Whither will you have me?" (V.i.1 75-76). By means 
of such strategies of withholding and interrogation , Marina draws Pericles into 
a dialogic process of the discovery of truth. She bases her truth on the fixed, 
immutable sources of her being, as the solidity of the repetition of her parents' 
names suggests: 
and, 
I am the daughter to King Pericles , 
If good King Pericles be. 
Is it no more to be your daughter than 
To say my mother's name was Thaisa? 
Thaisa was my mother, who did end 
The minute I began. 
(V.i .178-79) 
(V.i.209-12) 
With the listing of the three names, Marina, Pericles, and Thaisa, she has told 
the sum of her identity. Yet the conditional "if" and the interrogative "is it" 
in Marina's naming call upon Pericles to complete her strange affirmations 
through his own response. 
Once she has opened the Gentlemen's ears to the song of Vestal Virgins, 
Lysimachus' ears to verse, and Pericles' ears to the music of the spheres and 
Diana's message, Marina herself withdraws into virtual silence for the rest of 
the play. The action of the play, however, celebrates the transformations her 
moral discourse has effected. Pericles generously proclaims first that Lysima-
chus will gain Marina in marriage, and then, freely and unpredictably, that, 
"Our son and daughter shall in Tyrus reign" (V.iii.82), while he and Thaisa 
will reign in Pentapolis. The "pay" her "sacred physic" thus gains has indeed 
a material dimension . But Shakespeare has undertaken, through Marina, to 
dramatize the possible action of truth in the world of civil business. In the 
variety and power of her moral discourse, she embodies that active truth which 
Bacon describes in his essay: 
... yet truth , which only doth judge itself, teacheth that the in-
quiry of truth, which is the love-making or wooing of it, the 
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knowledge of truth, which is the presence of it, and the belief 
of truth, which is the enjoying of it, is the sovereign good of 
human nature. (p. 48) 
161 
Just as Marina's art transforms her listeners into generous spirits , so Gower 's 
tale transforms his audience. When the audience enters the theater, it too 
participates in Francis Bacon's world of civil business paying for the mixture 
of lie that gives pleasure. But we applaud the concluding vision of "heaven 
on earth" like that of which Bacon dreamed in a spirit of charity. 
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YOU AND THOU IN SHAKESPEARE: 
OTHELLO AS AN EXAMPLE 
Nicholas Linfield* 
ABSTRACT. This paper demonstrates, through an elucidation of all second-
person pronouns in Othello, that Shakespeare's usage of you and thou is rich 
in meaningful differentiation and casts additional light on character relation-
ships . Pronouns are analyzed in their full contexts (including appellatives). Five 
principal cases are examined: the Iago/Roderigo relationship, Othello's change 
of mind toward Cassio, Desdemona's variations with Cassio , Othello's fluctua-
tions toward Desdemona (and her manner of addressing him), and finally the 
altered attitudes in Act V, scene ii. 
Additional index words: Othello, pronouns of address, language. 
When Brabantio appears at his window in Act I, scene i of Othello 
to investigate the "terrible summons" of Roderigo and Iago, he addresses each 
of them in turn with the neutral you (92, 94 ).
1 
Both Roderigo and Iago use 
a respectful you when speaking to Brabantio, Roderigo calling him "Signior" 
(84) and "Most reverend signior" (93), Iago calling him "Sir" (86), but pre-
fixing "Zounds" to his speech-a speech, moreover, which makes the designa-
tion "respectful you" somewhat questionable (and we shall see that this is 
characteristic of Iago): 
Even now, very now, an old black ram 
Is tupping your white ewe; arise , arise .. . 
Or else the devil will make a grandsire of you. (88-91) 
As soon as Roderigo makes himself known, Brabantio shifts from you to a 
scornful thou ("I have charg'd thee , not to haunt about my doors" [96] ), 
and Iago is similarly treated after slipping into prose for another offensive 
speech ("Zounds, sir . .. you'll have your daughter cover'd with a Barbary 
horse " [ 108, 110-111] ). The new relationship-and the dubious nature of 
Iago's you -are clear in the following exchange: 
Bra.: Thou art a villain . 
Iago: You are a senator . (118) 
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(The parallelism taints Iago,s pronoun as it does his honorific term; they are 
not what they are.) Roderigo, once his report has been confirmed, is rewarded, 
after some agitated thou 's from Brabantio, with a series of you ,s-capped by 
by a "good Roderigo" in the final line. 
Already in this brief exchange you/thou usage can be seen to be worthy 
of attention. The basic facts about Shakespearean practice are simple: thou is 
used to the socially much inferior, and between "rustics" and the like; other-
wise, you is normal, and a shift to thou is motivated by, on the one hand, 
feelings of cordiality or, on the other hand, feelings of anger or disrespect. In 
addition there is the "poetic" thou used in addressing deities and abstractions . 
It is this bundle of often contradictory meanings which gives you and thou the 
status of "complex words ." Also, Shakespeare was writing at a time when the 
modern abandonment of thou was already quite far advanced in the spoken 
language; as Thomas Finkenstaedt says, "The less the singular is used, the 
more meaningful it is in affective ways. "
2 
Unfortunately, study of the pronouns of address is in rather an odd 
condition. Over the past twenty years some impressive work has been done, 
notably Thomas Finkenstaedt's indispensable book on non-literary usage. 
3 
But the pronoun of address still seems to be widely regarded as an esoteric 
concern, and few modern editions make anything of pronominal distinctions . 
One main reason for the paucity of comment is well put by Furness in his 
note to the VariorumMidsummer Night's Dream , II.i.203: 
If Shakespeare indicated shades of meaning by the use of thou 
and you (and sometimes I am inclined , so difficult or fanciful is 
the analysis , to think that he did not always so indicate them), 
it would be interesting to note in this dialogue the varying 
emotions of love, contempt, respect , and anger that flit over 
the speakers and find expression in these personal pronouns. 
Furness shows an admirable scepticism that has had the less healthy 
effect of inhibiting a responsive attention to the pronouns of address. Thus a 
critic of Frank Kermode's stature too easily dismisses (Arden Tempest , V.i. 
74n.) Richard Flatter's argument in Shakespeare's Producing Hand (London, 
1948) that Shakespeare makes significant distinctions between you and thou 
often enough for this to be a characteristic feature of his language; Kermode 
quite unfairly lumps this together with Flatter's real inaccuracies (see Fredson 
Bowers' review in Modern Philology , 48 [1950] ). In the scene Kermode 
refers to, Prospero twice has a pronoun shift within single sentences; in both 
cases Prospero is moving rapidly between indictment and (somewhat gro-
tesque) forgiveness: "You, brother mine . . . I do forgive thee,/ Unnatural 
though thou art" (75-79) and "You, most wicked sir, whom to call brother/ 
Would even infect my mouth , I do forgive/ Thy rankest fault" (130-32). 
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Kermode says, "The change to thy is rational," and refers us to his earlier 
dismissive note. There he leaves it . 
Certainly, precise implications can often be difficult and sometimes 
impossible to determine. Furthermore, as Finkenstaedt points out, the second-
person distinction was during Shakespeare's lifetime in a state of constant 
fluidity, and its persistence varied considerably from author to author. But 
there is an impressive body of evidence (cited in note 3) which demonstrates 
that a considerable and manifold significance resides in Shakespeare's usage, 
and I mean to show that in Othello, for example, the meaningful differen-
tiation between you and thou and their varied connotations retains its full 
vitality and reinforces each major movement in the drama. 
Shakespeare's contemporaries would obviously be far more intuitively 
aware of both normal and deviant usage than we can be, but there is in the case 
of Othello abundant evidence in the play (corroborated by Finkenstaedt and 
others) to indicate the norms from which all the major characters at some time 
depart. In normal situations, Othello is addressed as you by everyone. Normal-
ly Iago and Emilia address each other as you. This is true, too, of Cassio/Iago, 
of Cassio/Bianca, and of the Senators, Gentlemen, etc. The standard form, 
then , is you-unless the social difference is sufficiently great. It is revealing that 
Othello normally you's Cassio but thou's Iago, and that Desdemona similarly 
thou 's Iago and Emilia but (in normal situations) you 's Cassio. 
Given this series of norms, what are the deviations, and how do they 
function in the drama? There are five principal cases I want to examine: the 
Iago/Roderigo relationship, Othello's change of mind towards Cassio, Desde-
mona 's variations with Cassio, Othello's fluctuations towards Desdemona 
(and her manner of addressing him), and finally the altered attitudes in V.ii . 
I shall interpret pronouns in the light of their entire contexts, with partic-
ular emphasis on appellatives . The principle governing my analysis is well ex-
pressed by Angus Mcintosh in his essay on As You Like It: 
A use of thou or you in Shakespeare is ... a nuance to which 
we are trying to assign an import. And our procedure is to 
attempt to fit what is so far without any clear message to us 
into the pattern of those implications which the text does in 
various ways succeed in putting across; it is a task of reconcil-
iation .... But by "reconciliation" it is not implied that such 
and such a use of the pronoun will necessarily achieve no more 
than the mere corroboration of an impression we have already 
picked up in full clarity from other things in the text. For every 
nuance is likely to make its own irreplaceable contribution. (70-71) 
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Iago and Roderigo 
In the first scene the relationship between Iago and Roderigo as mani-
fested in their use of the pronouns of address seems quite straightforward. 
Roderigo, the "Venetian Gentleman ," thou's Othello's "ancient," who has 
been acting as his go-between in a supposed intrigue with a senator's daughter. 
Iago, as we might expect, answers with you and "sir." It becomes clear, how-
ever, that Roderigo is Iago's gull , and that you/thou usage, here as in other 
cases where Iago is thou'd , represents the opposite of the power situation . 
At the beginning of the next Iago/Roderigo conversation (I.iii.301ff.) 
it is evident that Iago will manipulate the forms of address as he wishes. Ro-
derigo opens the scene with a helpless appeal to Iago for advice. Iago replies 
with a casual "What sayest thou, noble heart?" (302). And the pettish refer-
ence to suicide is met with, "Well, if thou doest, I shall never love thee after 
it. Why, thou silly gentleman? . .. Come, be a man; drown thyself? drown cats 
and blind puppies" (306-07, 336-37). Iago's adoption of thou utterly changes 
the effect of Roderigo's thou; what had been arch is forced into seeming 
intimate. Iago is now blatantly in control; he maintains the thou of the manip-
ulator until line 376 where Roderigo, just dismissed with "Traverse, go" 
(371), is called back with a "do you hear, Roderigo ." This initiates a short 
exchange which serves as a valedictory slap-on-the-back (a combination of 
"Better now?" and "You will do that, won't you, corporal?"). That Roderigo 
answers with a you is a slight but remarkable indication of his malleability. 
The transmutation of the repeated "put money in thy purse" into "put money 
enough in your purse" (380) points up the shift. 
By the time of their opening exchange in Cyprus Iago has firmly 
established this thou; and the contempt he feels is at its most barefaced: 
If thou be'st valiant-as, they say, base men being in love have 
then a nobility in their natures more than is native to them-
list me. . . . Lay thy finger thus, and let thy soul be instruc-
ted. . . . (II.i .214-16, 220) 
For the last portion of the dialogue, as in I.iii though now for rather different 
reasons, Iago shifts to a you. A more business-like , "man-to-man" tone should 
be assumed, I suggest, with the words "But, sir , be you ruled by me" (259). 
After the insidious vulgarity, this is a clinching change of strategy. Iago then 
caps it with a final urgent "I warrant thee" as he sends Roderigo off (278). 
In II.iii, after the brawl which disgraces Cassio , Iago impatiently toys 
with a recalcitrant Roderigo , keeping to a patronizing thou (362-72), and for 
the moment effectively silences him. 
Throughout Act III and the scenes either side of it, Iago is busy with 
other schemes, and Roderigo turns up in IV.ii in very much the same mood he 
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exhibited at the beginning of the play. He thou 's Iago, and Iago again applies 
a soothing you . By now Roderigo is pliant enough to change his own pronoun 
immediately (184), though he continues to complain. Iago's next tack is 
masterly: as soon as Roderigo begins to sound dangerous, Iago changes his 
strategy with a hearty thou: 
Why, now I see there's mettle in thee, and even from this time 
do build on thee a better opinion than ever before, give me thy 
hand, Roderigo: thou hast taken against me a most just excep-
tion, but yet I protest, I have dealt most directly in thy affairs . (205-09) 
But even for Roderigo the contrary evidence is now overwhelming; he responds 
coldly: "It hath not appear'd." This elicits a you from Iago, who nevertheless 
turns again with "but, Roderigo" to the "earnest" thou (213-18), before re-
assuming the matter-of-fact you for the practical planning. Roderigo initiates 
this shift, if one goes by pronouns alone; but I would argue that I:;igo's "Sir" 
of line 220 is the real turning-point . The agility dazzles; but Roderigo remains 
dangerously unpersuaded: 
Rod. I will hear further reason for this. 
Iago. And you shall be satisfied. (243-44) 
The whole Iago/Roderigo relationship is that of an exploiter toying 
with his dupe until the victim can no longer be useful. Iago is a masterly 
abuser of language, and an important element in his linguistic cunning is his 
manipulation of the pronouns of address. 
Othello and Cassio 
Cassio addresses Othello throughout as you and calls him "general." 
Othello's change in attitude towards Cassio is far simpler than the machin-
ations of Iago, and the effect is correspondingly bleak. Othello calls Cassio 
you and in II.iii addresses him as "Good Michael" and "Michael" (11.1,7). 
Cassio is the only character who is given a Christian name and a surname, and 
the special kind of loving but respectful you is therefore particularly striking. 
Investigating the brawl, Othello first asks: 
How came it, Michael, you were thus forgot? 
After Iago's report, Othello says: 
Cassio, I love thee, 




The thou, coupled with the surname , contains pathos , distancing, and degrad-
ation. 
In the eavesdropping scene (IV .i.) Othello's you to the unhearing Cassio 
is far more distant and eliminates the pathos. Closer to the earlier you, but not 
identical with it, is the pronoun in Othello's eventual reconciliation with 
Cassio: "I do believe it, and I ask you pardon" (V.ii.301). Othello's own 
degradation prevents him from using the Christian name in line 320; but Cassio 
now calls Othello "dear general" (300), and the significance is well described 
by A. C. Bradley (Shakespearean Tragedy [London, 1904], p. 239): "One is sure 
he had never used that adjective before . The love in it makes it beautiful, but 
there is something else in it, unknown to Cassio, which goes to one's heart. 
It tells us that his hero is no longer unapproachably above him." 
Desdemona and Cassio 
Cassio is characteristically and vulnerably polite; as Iago unkindly puts 
it, he is "apt to play the sir" (II.i .174 ). He kisses Emilia, explaining, " 'tis my 
breeding/ That gives me this bold show of courtesy" (II.i.98-99). His speech 
is often high-flown and sounds, indeed, like a parody in his exchange with the 
blunter Montano: 
Mon. But, good lieutenant, is your general wiv'd? 
Cas. Most fortunately , he hath achiev'd a maid 
That paragons description, and wild fame: 
One that excels the quirks of blazoning pens, 
And in the essential vesture of creation 
Does bear all excellency .. .. (II.i.60-65)
4 
This is very much like the stuffed "praise" which is deflatingly introduced in 
the Iago/Desdemona scene immediately following (II.i.117ff.). Cassie's speech 
on Desdemona's arrival in Cyprus is on an equally high plane. There he uses a 
thou for a divinity (see Finkenstaedt ~ 28d), and his initial thou to Desdemona 
is of the same sort: 
Ye men of Cyprus,
5 
let her have your knees: 
Hail to thee, lady! and the grace of heaven, 
Before, behind thee, and on every hand, 
En wheel thee round! (II.i.84-87) 
Apart from this panegyric, Cassio consistently you's Desdemona. (And only 
to the clown, III.i.21-27, and to Roderigo at moments of extreme provocation 
from a stranger, II.iii.143 and V.i.25-26, does Cassio use the colloquial thou.) 
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The general tone of Cassia's language does help in explaining Desde-
mona's treatment of him-she treats him as if he were fragile. Her intermittent 
thou 's to him are to be taken, then, not simply as harmless "country forms" 
but more significantly as manifestations of Desdemona's generous sensibility . 
Only this will account for the rapid changes from you to thou and back. 
Desdemona's normal pronoun of address to Cassio is you. However, 
she opens her first interview with the disgraced Cassio with: 
Be thou assur'd, good Cassio, I will do 
All my abilities in thy behalf. (III .iii.1-2) 
In her next speech Desdemona uses you: 
.. . do not doubt, Cassio, 
But I will have my lord and you again 
As friendly as you were. (5-7) 
Desdemona apparently considers the protectiveness of her first speech (with 
its thou and "good") to be no longer necessary ; as soon as Cassio expresses 
doubts again (13-18), Desdemona reassumes the more warmly encouraging 
pronoun: 
I give thee warrant of thy place; assure thee 
If I do vow a friendship, I '11 perform it 
To the last article. . . . (20-22) 
... therefore be merry , Cassio, 
For thy solicitor shall rather die 
Than give thy cause away. (26-28) 
Desdemona tries to persuade Cassio to remain and hear her speak to Othello; 
he in his extreme sensitivity insists on withdrawing, and Desdemona's doubts 
as to his wisdom are reflected in her final pronoun shift: 
Well, do your discretion. (34) 
In III.iv Desdemona is of course less ready to give the warm reassurance 
she had previously offered and also seems at moments to be less than primarily 
concerned with Cassia's suit ("How now, good Cassio , what's the news with 
you?" [106] ). Desdemona's now consistent you may also be a sign that she 
has become more sober, less impulsive (see Mcintosh, p. 72, on Celia and 
Rosalind). And her help is now conditional: "If I do find him fit, I'll move 
your suit,/ And seek to effect it to my uttermost" (164-65). She does not 
find Othello fit; and she does not speak to Cassio again. 
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Othello and Desdemona 
In a marriage, the husband could use you or thou; the wife commonly 
used only you , as Desdemona does to Othello. But her tone and choice of 
appellation are subtly varied. She welcomes her husband to Cyprus with "My 
dear Othello!" (II.i.182); but that is a moment of particular joy-normally she 
calls him "my lord." Thus she opens her first plea on Cassio's behalf with "my 
lord" (III.iii.42) before rising persuasively to "good my lord" (46) and then 
to "good love" (5 5); and as she mounts her most sustained attack she relies 
on a playfully brusque tone ("tell me ... mammering on ... What? ... Byr-
lady, I could do much") and the unadorned "Othello" (69-75). Once Othello 
begins to submit, Desdemona gradually cools her speech ("Why, this is not a 
boon ... nay . .. Shall I deny you?") and re-adopts her "my lord" (77-87). 
It is most gracefully managed. 
From this point on , as Othello becomes more and more dominating, 
Desdemona keeps to her modest "my lord"-except for the mild reproach of 
"my dear Othello" (III.iii.283 ). Then in IV.i a series of increasingly shocked 
exclamations of "my lord" is broken by her cry just before she is struck: 
"How, sweet Othello?" (234). "My lord" is from here on repeated again and 
again, is the the subject of a sad quibble on Desdemona's part (IV.ii.100-04 ), 
and provides the context for the poignant irony of "Then Lord have mercy 
upon me!" (V.ii .58) and what Granville Barker (quoted in the Arden note) 
called the "macabre duet of Desdemona's 'O Lord, Lord , Lord!' and Emilia's 
'My lord, my lord ... ' " (85-86). Desdemona's dying words (where "com-
mend" recalls the religious usage) complete the sequence: "Commend me to 
my kind lord" (126). The appellatives reflect and enrich those changes in 
mood, intention, and situation of which the pronouns are so important an 
indication elsewhere. 
Othello, up to III.iii , uses both thou and you to Desdemona, perhaps 
not quite indiscriminately but at least without marked differentiation. Cer-
tainly the thou of I.iii.300 is suitably tender as they face so sudden and early 
a parting and is more private than the you of the meeting in Cyprus; but the 
use in the latter scene of "Honey" and "O my sweet" (II.i.204-05) excludes 
any great change in attitude. Similarly, the you which Othello addresses to his 
wife on their delayed wedding-night (11.iii.1 O) is combined with "my dear 
love." Othello seems so far simply to be exercising the husband's privilege of 
using either you or thou . 
The first significant change comes in III.iii, where Othello's neutral 
you of lines 45 and 57 gives way under the reiterated demands of Desdemona 
to what I interpret as an indulgent and finally delighted thou-best character-
ized by "Excellent wretch, perdition catch my soul,/ But I do love thee" 
(91-92) . Much depends, of course, on how one takes Othello's reaction to 
Iago's initial "I like not that" (111.iii.3 5); Othello's you may express distance, 
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the thou 's his growing impatience to get rid of Desdemona, perhaps in order 
to hear more of what Iago has to say. Or the movement of the scene may be 
some combination of these two interpretations- the second , maybe, as omin-
ous undercurrent to the first . The main point is that the pronouns are signs 
here of a noticeable shift in attitude. 
Once Othello is committed to jealousy, the fluctuation between you 
and thou becomes more powerfully indicative of changes in his mood and 
treatment of Desdemona. At first he makes an effort to appear unmoved 
("O, hardness to dissemble!/ How do you do, Desdemona?" [III.iv.30-31] ). 
He continues with you until the crucial line: 
Lend me thy handkerchief. (48) 
This is highly charged; and it is particularly striking in immediate retrospect, 
since Othello's reaction on seeing the wrong handkerchief is: 
That which I gave you. (50) 
He is distanced and wary. He does not use thou again in this scene. And in 
his harsh attacks on Desdemona in IV.i. Othello consistently uses you. 
Even through the beginning of the "brothel" scene (IV.ii.24ff.) Othello 
maintains his you until, when Emilia leaves the stage, the intimate form seems 
to burst from him: 
Why, what art thou? (34) 
And his thou becomes the thou of the curse (see Finkenstaedt, pp. 136, 156). 
The combination of intimacy and loathing in the now insistent thou's is pro-
foundly touching: 
0 thou black weed, why art so lovely fair? 
Thou smell'st so sweet, that the sense aches at thee , 
Would thou hadst ne'er been born! (69-71; Qq.) 
(The pronoun omission in line 69 [see parallels in Spies p 90] works together 
with the adverbial use of "lovely"-rare by 1600-to produce a haunting chord 
between the abrupt and the poignantly lyrical.) 
Othello's final assault in this scene is to use you as to a stranger (84-92): 
in effect, "If you are not that strumpet who married Othello , then I do not 
know you, and cannot thou you." In its chilling effect the new pretence goes 
in cruelty beyond the at least passionate thou 's which preceded it . 
The you of IV.iii is the authoritarian husband's ("dispatch your atten-
dant there .. . . look it be done" [8-9] ). And when in V.i.33-34 , supposing 
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Cassio dead, Othello addresses the absent Desdemona with "minion, your dear 
lies dead,/ And your fate hies apace ," he is speaking as stranger and as execu-
tioner. The intimacy of the images he conjures up , however, moves him at the 
next moment to a thou (of the bedroom and of the curse) : 
Forth of my heart those charms, thine eyes, are blotted, 
Thy bed, lust-stain'd , shall with lust's blood be spotted. (3 5-36) 
The contrast between 33-34 and 3 5-36 suggests also Othello's physical move-
ment nearer Desdemona: "strumpet , I come" (34). 
In V.ii , after addressing the sleeping Desdemona with thou, Othello 
plays the dispassionate executioner : 
Have you pray'd tonight , Desdemona? . .. 
If you bethink yourself of any crime, 
Unreconcil 'd as yet to heaven and grace , 
Solicit for it straight. (25-28) 
But the passion breaks through the assumed mask, and from then on Othello 
consistently uses thou-until Desdemona struggles. The you in "Nay, an you 
strive" seems to be a regaining of distance (he can "take charge," so to speak); 
but it is momentary, and Othello uses the intimate and tender thou as he 
kills Desdemona. 
When Othello has discovered the truth , he addresses his wife's dead 
body as thou (V.ii .273ff.) ; and finally: 
Act V, Scene ii. 
I kiss'd thee ere I kill 'd thee , no way but this, 
Killing myself, to die upon a kiss. (3 59-60)
6 
Emilia is the great moral agent in V .ii and again the turning point is 
reflected in a usage of the pronoun of address . As in the case of Cassio's dis-
missal , the effect here is simple and stark. 
The turn in this scene recalls a significant pronoun usage in the first 
Act. In I.i we are made aware of the considerable animosity towards the 
(still unnamed) Moor; but it should still come as quite a shock that Brabantio 
thou 's him in I.ii: 
0 thou foul thief, where has thou stow'd my daughter? (62) 
Even in the Council, where everyone, including the Messenger (I.iii. 36) is 
you 'd , Brabantio persists in his thou to Othello and the unadorned epithet 
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"Moor." Othello has, of course, to Brabantio used the formal you and "Good 
signior;" he also gives a sufficient picture of his relationship to Brabantio prior 
to the marriage (I.iii.128): "Her father lov'd me , oft invited me"-and, one 
may add, certainly used the formal pronoun. 
Emilia has, like all the other characters, up to V.ii addressed Othello as 
you. When Othello admits his murder, Emilia curses him but retains her you: a 
thou would be a more extreme step. It is when Othello calls Desdemona 
"whore" that Emilia makes her arresting change: 
0th . She's like a liar gone to burning hell, 
'Twas I that kill'd her. 
Emil. 0, the more angel she, 
And you the blacker devil! 
Otb. She turn'd to folly , and she was a whore. 
Emil. Thou dost belie her, and thou art a devil! (130-34; my italics) 
This is the first thou to Othello since Brabantio 's; that, with the echoes of I.ii-iii 
in "blacker devil" and "filthy bargain" (V.ii.1 58), reinforces the point that what 
Iago has machinated-playing on general human susceptibilities which Othello's 
situation has rendered acute-is a spurious corroboration of Brabantio's racist 
prejudices. This is in addition, of course, to Emilia's purely moral outrage. 
Emilia maintains her thou to Othello until her death. Gratiano thou 's 
him (257) . So does Lodovico (292-94 ); but this is the final thou to Othello. 
Despite the continuing revelation of Othello's crimes, there is now a marked 
change , reflected in the pronouns: 
Lod. 0 thou Othello, that wert once so good, 
Fall'n in the practice of a damned slave, 
What should be said to thee? 
Otb. Why, anything, 
An honourable murderer, if you will: 
For nought did I in hate, but all in honour. 
Lod. This wretch hath part confess'd his villainy: 
Did you and he consent in Cassio's death? (292-98) 
This shift (which coincides with a movement from an "emotional" thou 
to an investigator's you) and, more importantly , Othello's final speech and 
suicide reassert Othello's nobility and the ultimate wrongness of Brabantio. 
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Cassio's "For he was great of heart" (362) reconfers on Othello, whatever 
faults we may see in him, his proper status; and the reassumedyou's anticipate 
the recognition. 
To Iago, Emilia uses at first her customary you (170-71) and then 
moves more passionately to thou: 
Disprove this villain, if thou be'st a man; 
He says thou told'st him that his wife was false, 
I know thou didst not, thou art not such a villain: 
Speak, for my heart is full. (173-76) 
Her thou plays an important part in what Bradley calls ''the choking indig-
nation and desperate hope" of this speech (Shakespearean Tragedy, p. 216). 
As the truth becomes clear, Emilia distances herself from her husband 
by using you (179-88). In contrast, her retained thou to Othello has contempt 
and pity rather than horror: "O thou dull Moor . .. " (226). 
Emilia continues to reveal the crimes of Iago , and he , who has main-
tained his you to her until any pretence is useless , shouts: "Filth, thou liest!" 
(232). It is Iago's collapse-his first "real" pronoun of address. He can no 
longer wear the masks he himself recommends: 
For when my outward action does demonstrate 
The native act , and figure of my heart , 
In complement extern, 'tis not long after, 
But I will wear my heart upon my sleeve, 
For doves to peck at. (I. i. 61-6 5) 
Before his outburst, even when he tried to stab Emilia, Iago had been addressed 
as you by Gratiano: "Fie,/ Your sword upon a woman?" (224-25). It is the last 
you addressed to him. Lodovico's concluding speech points up Iago's final 
standing; there are three pronouns of address: you to Gratiano,you to Cassio , 
and to Iago-"Spartan dog" and "hellish villain"-thou . 
* * * 
It has, I hope , become clear that the implications of you and thou are 
immensely varied, and that you/ thou usage has an important function in the 
drama. A thorough study of the literary uses of the pronoun of address, posited 
upon current non-literary usage , remains an obvious desideratum. But the 
immediate need, it seems to me, is far simpler: it is that readers, actors, critics, 
and especially editors, while retaining their scepticism, should take more 
notice of you/ thou usage . One would welcome more notes like Mcintosh 's 
(see note 3) on the way in which Lear (I.i) initially treats Goneril and Regan 
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with elaborate formality, then in his gratitude thou's them, but first addresses 
Cordelia with a simple and affectionate you, before rejecting her with a thou. 
There are, for instance, significant shifts and discrepancies in Hamlet to be 
noticed: in I.ii Claudius can thou Laertes for a while but cannot, for various 
reasons, address Hamlet otherwise than with you; the tone of Polonius' advice 
in I.iii resides to a considerable extent in the thou he temporarily and homilet-
ically adopts for that speech. Also, the use of you in Shakespeare's more 
intimate sonnets indicates, I suspect, that in such contexts the thou has become 
too "poetic" for discourse in which a greater degree of "realism" is sought. 
And I have seen no-one comment on the fact that getting a you out of Anne 
(I.ii) is one of Richard Ill's most astonishing feats. 
The matter is not an esoteric concern but a basic consideration. 
7 
I don't think we need extra tools at the moment so much as a reminder that 
attention should be given to a crucially important and reasonably available 
feature of a slightly earlier English. 
APPENDIX: Supplementary remarks arranged by Act and Scene order 
I.i.2: Ql gives Roderigo a single you here, which is highly unlikely at this 
point. It is worth noting that despite the many discrepancies between 
the F and Qg texts, there are only two pronoun changes relevant to 
my argument: here and at IV.i .2 26 (see below). In both cases the Ql 
reading seems to me faulty. 
I.iii.121: In the Council Othello addresses Iago with unusual formality at one 
(public) moment as "ancient" and you. 
I.iii.195-98: There is a combination of bitter hurt, irony, and rejection in 
Brabantio's shifting sentence to Desdemona here: 
For your sake (jewel) 
I am glad at soul I have no other child, 
For thy escape would teach me tyranny, 
To hang clogs on 'em. 
I.iii.332 : The you may be an inconsistency, or one could take it as a real 
plural (i.e ., "people like you"). 
II .i. 2 77: The F text here reads "if you can" instead of "if I can," which would 
certainly fit Roderigo and the facts of II.iii, and would provide a nice 
parallel to Roderigo's you at I.iii .3 77. 
II.iii.IO: The rhyme may have influenced Shakespeare's choice here. For 
examples of rhyme-determined usage see Byrne, p. 145. 
II.iii.75: Cassio's growing intoxication (a maliciously apt scheme of Iago's) 
may be further indicated in his descent into what Abbott, 1 22 1, 
calls "a colloquial vulgarity:" "Is your Englishman so expert in his 
176 LIN FIELD 
drinking?" (my italics). Iago lards his two adjacent speeches with the 
same your. 
II.iii.273-75: Cassio's thou to an abstraction, the "spirit of wine," is standard 
usage. 
111.iii.52, 63: "Prithee," used by Desdemona to Othello in these lines, is in 
Shakespeare's time no longer a "thou form;" compare IV.i.164: "Prith-
ee come, will you?" Even "I pray thee" may be used together with 
you, e.g., Merry Wives of Windsor, I.iv.2-4: "I pray thee, go to the 
casement and see if you can see my master." But "prithee" does seem 
to have retained the warmth of the intimate thou, which makes it 
particularly appropriate for Desdemona here . 
III.iii.314: Iago's "Hast stole ir from her?" represents a sudden drop into the 
extremely colloquial. it is one of his moments of real excitement 
(see Booth's comment in the Variorum ed.) and may be compared with 
the nasty delight of "Didst not mark that?" (II.i .252; F). For discussion 
of this usage, see Henry Arthur King, The Language of Satirized Char-
acters in "Poetaster" (Lund, 1941), 122-23. 
lll.iii.335-38: In this apostrophe Iago thou's Othello (as he does Cassio at 
II.i.170;F). This was common practice but could also in Iago's case 
reinforce his abandonment of pretended respect. 
111.iv.lff: Cassio's thou to the Clown (III.i.21-27) is normal usage; Desde-
mona's you to him in these lines is deviant; it seems that, although the 
clown is of a "lower" order, she chooses to use the non-hierarchical 
pronoun to a stranger. 
111.iv.45: Othello uses the word "chuck" here, between his series of you's 
(31-3 5) and the crucial thou of line 48. Ridley notes: "a common 
'term of endearment,' and not necessarily patronizing or contemp-
tuous; Macbeth uses it to Lady Macbeth (III.ii.45) [with thou] and 
Antony to Cleopatra (IV.iv. 2) [with thou]; but IV.ii.24 below [with 
you] shows that it could be used contemptuously." It is probable that 
the pronouns, which Ridley does not consider, play a part in deter-
mining the precise tone of each usage of the word. 
IV.i.226: Even though Lodovico is related to Desdemona, and this is an anx-
ious enquiry, " 'twixt my" (F, Q2) seems to me a far more likely read-
ing thanQl's "between thy." Compare IV.iii.3: "Madame, good night. 
I humbly thank your ladyship ." 
V.i.120, 122: Whereas Iago has addressed Bianca as you, even while he is accus-
ing her of complicity in the attack on Cassio, Emilia (honestly and 
characteristically outraged where Iago is merely playing) indignantly 
thou 's her in these lines. 
V.ii.105-07, 137-55: We may assume that Othello would normally thou Emilia , 
as he does here. But we seldom see him address her in a "normal" situa-
tion. (This is why simple statistical analyses of the matter will not do.) 
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NOTES 
His you at IV.ii. Hf. and V.ii.128, 162 fits the sharp tone of the inves-
tigator (Abbott p 232: "a master finding fault often resorts to the un-
familiar you"); and his you later in IV .ii suits his pretence that Emilia 
is the Madam of a brothel (27-30, 92-96). 
1 
References are to the Arden edition, ed. M. R . Ridley (London, 1958); on Rid-
ley's text (basically that of the First Quarto) and the occasional possible superiority of the 
First Folio, see pp. xvi-xlv. 
In this paper I use ''you" and "thou" to refer to the singular you, your, and to 
thou, thee, thy, thine, respectively. Also: I use the verbs "to you" and "to thou," which 
are useful if not beautiful and have sufficient precedent, as in Bulleyn (1564 ): "He th owes 
not God but you[s) hym" (The Oxford English Dictionary , "you," v. trans.). 
I have touched on all uses of second-person pronouns in the play , but for tidiness' 
sake have reserved some relatively minor points for an appendix. 
2
Thomas Finkenstaedt, You und Thou (Berlin, 1963), p . 120. 
3 
Angus Mcintosh 's "As You Like It: A Grammatical Clue to Character," Review 
of English Literature, 4 (1963), 68-81 , is a first-rate analysis of pronoun usage in the Celia/ 
Rosalind relationship which also provides a useful theoretical introduction to the whole 
topic; Mcintosh has a rewarding brief note , too , on King Lear (I.i), Review of English Studies, 
14 (1963), 54-56. See also Charles Williams , "The Use of the Second Person in Twelfth 
Night," English, IX (1953), 125-28. Joan Mulholland raises some interesting procedural 
questions in " 'You' and 'thou' in Shakespeare : A Study in the Second Person Pronoun," 
English Studies, 48 (1967), 34-43. 
Sister Geraldine Byrne, Shakespeare 's Use of the Pronoun of Address (Washington, 
D. C., 1936) is disappointing; useful as a preliminary checklist (not entirely accurate ), it 
lacks critical perception and ignores or misinterprets many of the most interesting pro-
nominal usages. G. L. Brook's The Language of Shakespeare (London, 1976) does not seek 
to further our understanding of you/thou usage. And, Judith A. Johnson's "Second Person 
Pronouns in Shakespeare 's Tragedies, " Michigan Academician, 8 (1975), 151-56 , is marred 
by serious errors of fact (e.g., "Throughout Othello , Iago and Roderigo address one another 
as 'thou' ... In public , Othello and Desdemona are polite , addressing each other as 'you.' 
In private, they usually use the intimate 'thou.' When Othello begins to suspect Desdemona 
of playing him false, however, he switches to 'you;' in response, perhaps as a subtle rebuke, 
Desdemona also switches pronouns"). 
Much more useful are still E . A. Abbott, A Shakespearian Grammar (3rd ed., Lon-
don , 1870; reprinted by Dover Books in 1966), Heinrich Spies, Studien zur Geschichte des 
englischen Pron omens im XV. und XVI. ]ahrhundert, in Studien zur englischen Philologie , 
I (1897), W. Franz, Shakespeare-Grammatik (2nd. ed., Heidelberg, 1909), and Fritz Pfeffer, 
Die Anredepronomina bei Shakespeare (diss., Halle a.S., 1877) of which unfortunately only 
a promising extract was published. Also worth consulting are A. C. Partridge 's two books, 
Tudor to Augustan English (London, 1969) and The Language of Renaissance Poetry 
(London, 1971). There are some stimulating but questionable sections on the pronoun of 
address in Francis Berry 's generally illuminating Poets ' Gram mar (London, 1958); see the 
exchange between Berry and Finkenstaedt in Essays in Criticism, 8 (1958) and 9 (1959), 
and Finkenstaedt's summary in You und Thou , pp. 166-67n. 
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4 
The Folio's "tyre the lngeniuer"-whatever it means-would seem to fit Cassio, 
especially here, whereas the echo in "excel" and "excellency" in both Quartos appears too 
crudely inexpert for this fastidious speaker. (Among the voluminous notes on this phrase, 
Knight's suggestion seems to me most apt: "Ingeniuer =maker , poet.") 
5
For this highly coloreJ and perfectly appropriate use of "Ye" see Abbott pp 234, 
236. 
6 
This is not simply the conventional thou to the dead; but see Finkenstaedt, pp. 
156-57 and 81n . for the convention. 
7 
If the tone of my opening and closing remarks has a touch of exasperation about 
it, that is partly because when I offered to translate Dr. Finkenstaedt's book for a university 
press the editorial board declined on the grounds that "anybody interested in this topic 
will read German." 
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FREEDOM: VARIATIONS ON A MAJOR THEME IN THE TEMPEST 
John A. Thomas* 
ABSTRACT. This paper proposes that Prospero needs and is seeking fulfill-
ment, release from constraints to self-realization in whatever form these may 
take. The same is true of the other characters, among whom the nature of this 
need is individualistic for each in this Shakespearean world. In this need are 
recognized as many variations as exist in the kinds of characters brought 
together in a prototype world. 
Additional index words: quest, dream, judgment, punishment, and 
death . 
Because Shakespeare's Tempest has a pastoral simplicity that invites 
allegorical readings, critics have overworked thematic and narrative elements, 
transmuting them into considerations of nature, art, sentimental biography, 
sacramental imagery , theology of forgiveness, Puritanism, and New World 
primitivism. 
1 
As Bonamy Dobree many years ago aptly said: "So much has 
been written in the last few years about the plays of Shakespeare's final phase , 
in a general reinterpretation which amounts almost to rediscovery , that we are 
in danger of having a veil interposed between us and whatever it is that Shake-
speare may have to show. "
2 
Yet, criticism has continued and needs to continue 
to sift The Tempest for its special rich meanings. Surprisingly few analyses, 
for instance, see the same Prospero acting for the same reasons. The differences 
in these analyses derive from the limitations of a point of view to which a given 
critic has subscribed and from the rich tapestry of the play involving a fairy tale 
world in which the characters experience real emotions . With such diversity of 
opinions in mind, the present study wishes to rehearse the behavior of Prospero 
and the secondary characters in relation to him as they strive to achieve perfect 
freedom, the major theme of the play. 
3 
No full treatment has satisfactorily 
demonstrated that it is this theme rather than the themes of regeneration or the 
search for order and artistic expression or any one of several other readings that 
is central to the play. 
If we are sympathetic to Prospero's misfortunes and are willing to 
expect him to be less than perfect, we are then prepared to see him in a struggle 
for freedom which is hectic and disorienting to his many-faceted character. 
His strengths and weaknesses are amplified in his struggle with the other 
characters, whose similar kinds of struggles are as hectic though less fruitful and 
*Department of English, Brigham Young University, Provo, UT 84602 . 
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more disorienting. Most of the secondary characters of the play, in fact, become 
Prospero's antagonists because they are unprepared for such struggles. Yet 
these secondary conflicts are like variations on a muscial theme, and taken 
together, they become a heuristic concord dealing with a search for freedom. 
The need for Prospero as well as for the others lies in the completion 
of a quest to gain release from what each man sees as restricting his self-realiza-
tion, whatever form it might take. In this need are recognized as many varia-
tions as exist in the kinds of characters brought together in a prototype world. 
Hence, Prospero seeks freedom for himself and his daughter from a barbaric 
island and from those who would harm them. Once achieving this, he wishes 
to replace the island life with the fulfillment of the dream or vague longing that 
characterizes the need for a happy future. In Prospero, this longing-character-
istic of all men and usually ill-defined-takes the form of a happy marriage for 
his daughter and release from enforced exile for himself. He can then return, 
presumably, to a contentment as Utopian as that which Gonzalo envisions 
where there need be no cares. 
Even a cursory look at the play reveals a startling number of key 
passages and situations which support this freedom or escape quest. We might 
first consider an outline of the major conflicts revealing this theme. In the first 
appearance of Ariel, he becomes moody upon learning that four hours of toil 
remain between himself and freedom. Prospero, in fact , reminds Ariel of what 
imprisonment was like before he had released her from Sycorax 's charm. 
Ariel, repentant, receives the promise of enlargement and works as closely with 
Prospero as thought itself. As the fourth and last hour approaches, Ariel's 
charming song of a merry life , half elfin and half hummingbird, is initiated by 
one of Prospero's final promises to free the spirit . As Ariel sings, Prospero is 
assisted in disrobing himself from his magic garment-freeing himself from 
magical practices, as he dresses himself in the clothing of what he most desires 
to be-the recognized Duke of Milan.
4 
Prospero's other island subject, Caliban, 
is no less desirous of freedom, but finds hope only outside Prospero's province. 
Caliban's riotous and drunken song of freedom is to be picked up by Stephano 
and Trinculo, whose discordant catch insists that "thought is free" (111.ii.13 2). 
This freedom, of course, is only a parody of Prospero's calls to Ariel in the 
opening of Act V-"come with a thought,"-and of Ariel's simple response: 
"Thy thoughts I cleave to." Libertine thought of the comics has no freeing 
force because it exhibits no lawful controls, whereas the thought of Prospero 
and Ariel has the exhilarating power which connects inspiration to systematic 
action. 
The rest of the newcomers to the island fits into one of the two camps 
illustrated by a quest for idealized freedom (lawful, but not necessarily realis-
tic) or for desperate libertine freedom (unlawful). Gonzalo's ingenuousness, 
for example, makes him free, a study in optimism wherein "lawful" freedom 
exists in a dream. The lovers, Ferdinand and Miranda, find idealized freedom 
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most magically in the exchange of eyes. Ferdinand assures us that his freedom 
is in such bondage , "All corners else o' th' earth" (II.i.491) meaning nothing; 
for such a bondage the world is well lost . Miranda, of course, reciprocally 
beholds the temple of love and virtue in Ferdinand. The plotters, Antonio 
and Sebastian, who, twelve years before, had operated "one midnight" in the 
"dead of darkness" (I.ii.128-30) now elect the upcoming night for Alonso's 
assassination. In usurpation and the dark law of murder, they read their free-
dom. Alonso's growing desperation, as he becomes convinced that his son lies 
in a deep grave "mudded," drives him to consider suicidal death for his release . 
In the cases of all these characters and the varied actions and motivations 
represented, the dream is, nonetheless, the same-a quest to effect release from 
past or present enslavement into some happier state . 
The first of Prospero's "antagonists" is his lovely daughter, and the 
problem is to ensure her happiness. Her search for happiness, in a real sense, 
has to be made for her by her father. And yet we do not see that she needs to 
be freed from anything unless we recall Shakespeare's inherent definition of 
what Miranda lacks when we meet her. She marvels first at the beauty of 
Ferdinand and next (indiscriminately) at the three sinners who have just 
finished passing through the madness of "pinchings" and guilty consciences. 
In both cases , Miranda's view is qualified by Prospero's. Hence Prospero says, 
when he reveals Ferdinand to Miranda's sight: "Thou mightest call him a 
goodly person." Miranda's sophomoric ejaculation would make most men-
except for Ferdinand himself-wince: "I might call him a thing devine" (I.ii. 
418). This exchange is matched with similar disparity in judgment when 
Miranda sees the Milanese and exuberantly proclaims them inhabitants of a 
"Brave new world "-to which Prospero laconically replies, " 'Tis new to thee" 
(V.i .182-83). 
Prospero not only must show Miranda where true freedom lies but also 
must bring to fruition the romantic love of Ferdinand. His task is not an easy 
one. Throughout the play, the multiple references to the rapid flight of time 
imposes on Prospero the problem of helping his daughter to fall in love quickly, 
while slowing down the courtship in order to give Fe!'~inand and Miranda's 
love an opportunity to grow and stabilize. This problem, if solved, is to de_velop 
the sense of the surging desire or urgency that responds to every ambitious 
search for happiness in a new freedom like that of young love and yet be more 
convincing, for example, than Olivia and Sebastian's consummations in Twelfth 
Night. Even more desirably, slowing down the quick moments of love-making 
allows Shakespeare to develop the chastity motif, which is not only the theme 
of his fourth-act masque, but also an assurance of a realistic future happiness 
for Miranda and thereby for Prospero himself. 
Prospero 's major task in the play , however, if he is to free himself 
and his daughter, involves the punishment and regeneration of the "three men 
of sin ." He must bring about their genuine repentance if they-and he-are to 
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be free of the intrigue that has darkened their lives in the past. They must be 
psychologically free, prizing the same internal as well as external goals that 
Prospero does. Moreover, we must sense not only that they have repented in 
the context of the play, but we must assume that Shakespeare intended us to 
forgive them for their crimes. Since Antonio and Sebastian never make open 
confession, whereas Alonso is openly penitent, many critics believe Shake-
speare is obliquely condemning the two wayward brothers. Thus Hardin Craig 
says, "The characters are not all converted."
5 
Harry Berger rejects Prospero's 
evaluation, "They being penitent," saying such is not warranted by events 
nor speeches.
6 
But most condemnatory is R. G. Hunter's conclusion that 
Antonio will "take his place among the damned. "
7 
These assessments are based 
on the evidence that the two brothers make no formal confession, that Pros-
pero 's speeches accord little outward forgiveness, and that we still recognize 
people like Antonio "who can only be forgiven for existing," this last a modern 
reading. It is surprising that Hunter assigns Antonio to hell, in spite of his own 
well-taken criticism of Coleridge for similar harshness in not properly assessing 
medieval and Tudor-Christian point of view. Hunter observes that the modern 
critic limits the penitent as well as God in ways that would shock Shakespeare.
8 
A proper reading of the play, in addition to affirming the passages at 
face value wherein Gonzalo and Prospero say the sinners feel remorse and are 
penitent, must show that Prospero wins his programmed reformation. His own 
freedom, which is not only social but also spiritual, depends on his enemies' 
conversion and their friendship. To understand how Shakespeare makes this 
conversion clear, we need to note carefully the spirit of Antonio and Sebastian 
before they plan their bloody deed on the island and after they have been 
punished by Prospero. Except when they contemplate murder, they like to deal 
in a somewhat caustic wit, as is seen early in the comic lines we hear delivered 
by Antonio and Sebastian at the expense of Adrian's and Gonzalo's optimism, 
as the latter describes an ideal island kingdom. Shakespeare allows certain 
foolishness in Gonzalo's manner and conversely we enjoy the courtly wit of 
Antonio and Sebastian to which they themselves are socially habituated. In 
the same scene, when all but they are lulled to sleep by Ariel, Sebastian con-
tinues a witty exchange, even after Antonio broaches his ambitious plot. To 
make himself clear, Antonio finally must say that he is more serious than usual. 
"You [Sebastian] must be so too, if heed me , which to do Trebles thee o'er" 
(II.i.219-21). Therefore, it is most important to assess corectly the spirit of the 
lines which Shakespeare gives to Antonio and Sebastian, when he introduces 
them into the good graces of Prospero . Their ability, on occasion, to indulge 
in lighthearted banter is stifled during their punishment, but now they turn 
back to laughter-necessary for conciliation with the audience in the comic 
production and for the establishment of the proper thematic resolution. The 
following scene illustrates the reconciliation, as the comics enter in their 
stolen finery and as Stephano drunkenly cries out valiant and vainglorious 
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slogans for all to fight to the last man. Sebastian greets them with laughter and 
turns to Antonio in witty exchange: 
Seb. Ha, Ha! 
What things are these, my lord Antonio? 
Will money buy 'em? 
Ant. Very like . One of them 
Is a plain fish, and no doubt marketable. (V.i.264-66) 
Antonio, Sebastian, and Prospero, continuing the new comradeship, wonder 
over and comment on the antics of their menials . The order of the Milanese 
society is operating smoothly again, precisely because all have repented and 
are (or are about to be) forgiven and accepted in their roles without further 
recriminations. 
Alonso's repentance, of course, is of the ideal sort. He is at once a 
more sympathetic character than the other two sinners, first because he is the 
king with a son like Ferdinand, and second because he is now being plotted 
against, when his chief ambition is only to see his son alive and well. In his 
overwhelming grief we see a nobler character; if his ambition once made him 
avariciously profit from the seizure of a dukedom, there is now no vestige of 
his former trespass. His remorse at the end of Act II for his part in Prospero's 
fall-like that of Antonio's and Sebastian's-demonstrated itself early in an out-
ward show of an ecstacy of madness and despair. In the last act, of course, he 
formally begs forgiveness. Now his wants and needs are simple-either to live 
to see his son safe or, if his son is dead, to die in order to join him in death. 
The appropriateness of Prospero 's action against Alonso-as against the 
others-is just retribution against one who has robbed him of his God-given 
rights (established for the spectator in Prospero's opening explanation to 
Miranda) . Alonso and his evil counselors would invert the frame of the body 
politic in the name of ambition. Prospero's complete victory over them lies 
in his having been able to redirect the course, not only of his own life but also 
the lives of his enemies . Freedom thereby may be enjoyed within the law, 
since-as, at least, implied by the events of the play-there is no freedom out-
side of it. 
Prospero's quest for freedom is inhibited even by the unruly servants. 
In spite of their inconsequential intellects, they have the power to destroy 
Prospero, and he finally must give them his full attention. In their misdirected 
efforts, however, Shakespeare obviously has subject for low comedy, which he 
thriftily uses to develop the illegal "climbing" theme of the "sinners." The idea 
to become king occurs to Stephano because of Caliban's servile offer of undy-
ing loyalty. The surprising offer of Caliban to do all the menial tasks that he 
was wont or enforced to perform for Prospero supports the generalization that 
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bondage is partly psychological , as also is liberty. Caliban, of course, is full of 
celestial brew which helps convince him that he is not exchanging one kind of 
servitude for another. Yet his early offer to serve Stephano involves what he 
hates-fetching wood, obtaining berries, catching fish, and generally providing 
the labor for food. It must be his inebriation that causes him a few lines later 
as he sings a song to end Act III to declare that he is now emancipated from the 
very thing he has promised to perform for his new masters . 
Perhaps it is the intellectual distance of spiritual rectitude in Prospero 
that makes Caliban hate service under him. His constant rebellions call for 
punishment-and his movement about the island is curtailed. Berger has sug-
gested (rather amusingly) that Caliban has been a Platonist's black dream for 
Prospero or a scapegoat, which may be kicked whenever Prospero has a need to 
vent anger or "attenuate his tedium. " 9 It may be true that kicking the cat can 
sublimate a desire to strike one's wife, but it is doubtful that Shakespeare 
created Caliban as a doormat for Prospero. Caliban's trespasses have been too 
real and too serious to represent him so lightly. His past depravity in attempt-
ing to rape Miranda and his new offer to foolish Stephano that Miranda will 
"become [Stephana's] bed" to beget a "brave brood" (III.ii.113-14) illustrate 
a license that would be monstrous to Prospero , not only as a philosopher but 
as the father of Miranda. The paradox of Caliban is that he can be depraved, 
yet dream of sounds so ecstatic that he cries to dream again . But the paradox 
is unraveled if we accept Caliban's limitation-that he is moved to sleep only in 
order to lose himself in beautiful sounds that affect the senses. When he is wide 
awake his actions, by his nature , are impure. His liberty must be restricted if 
Prospero's lawful liberty would not be violated. 
Of all the characters Prospero must deal with, Gonzalo alone represents 
no problem. Gonzalo's dream of freedom involves no quests that are not 
heavenly by nature. The island they are on is Utopia. He transforms Tunis into 
the fabled Carthage of Widow Dido. As Antonio says of him (and Gonzalo 
mildly assents), he will carry the ideal island kingdom he dreams of in his 
pocket like an apple to his son at home and on the way will drop seeds which 
will rear still more ideal islands (11.i. 7 5-91 ). Even though Gonzalo is no prob-
lem for Prospero, we do not, of course , see Prospero's ideal to be very much 
like Gonzalo's, because Gonzalo is simple minded compared to Prospero. Yet 
Prospero's desire for release from his magical art and from a similar calling to 
be a judge of men (particularly the sinners) tells us that he, like Gonzalo, 
wishes to retreat into a future unburdened with heavy cares. 
In a final assessment, we may conclude that it has been only through 
Prospero's intervention with the characters brought on the island that Shake-
speare is able to show the complexity of Prospero's (and his own) vision of 
freedom. Because Prospero's needs incorporate a subtlety and depth beyond 
the range and needs of the other characters, their actions are a schooling for 
what should constitute an unshackling of the human soul in a variety of 
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situations, particularly when they run counter to Prospero. Prospero, of course, 
is human-as Shakespeare has him confess in the epilogue: magician though he 
be, he too requires "indulgence" as every man does. 
The action of the play allows Prospero to replace the secondary char-
acters' vain or faulty dreams with good ones. What allows him the right to per-
form the almost God-like or judgmental office is a matured vision which we 
may assume is the strength that has resulted from his twelve years' exile. In 
this maturity lies the greatest of all the speeches in the play, falling as it does at 
a climactic point in the action, which finds freedom from the cares of life it-
self to be the most desired end. This freedom, which is a death wish, is, how-
ever, of the natural rather than the desperate sort that distracts Alonso's mind. 
It is the dream of a mind that acknowledges the transitory nature of life and 
all of life's attainments-for "we are such stuff as dreams are made on, our 
little life/ Is rounded with a sleep" (IV.i.154-57). 
As a kind of knight errant who has slain his dragons, Prospero has been 
completely successful. It will be recalled that Spenser's Red Crosse expe-
rienced a final victory only after being so physically weakened by the black 
magic of Archimago and Acrasia that he could not raise his sword arm. Con-
versely, Prospero as an honest and learned Christian has literally weakened 
the arms of his opposition. Ferdinand, Antonio , and Sebastian are unable to 
lift a sword when they would oppose the will of Prospero. The victory in 
The Tempest, and in The Faerie Queen , is symbolically one of virtue over 
lust , brute force , and evil conspiracy. Yet the victory belongs to all the char-
acters in The Tempest, as Gonzalo joyfully summarizes of Ferdinand and 
Prospero and the entire company-"All of us [found] ourselves/ When no man 
was his own" (V.i.212-13). Gonzalo is recognizing a temporal freedom that 
encloses intellectual and social freedom and hints of spiritual freedom, also. 
Prospero's invitation to the audience in the epilogue to set him free builds on 
this as well as on the freedom he has just given Ariel. His own future is, for 
the Renaissance audience, a happy prospect, wherein he will not only govern 
Milan, as is his right, but also be governed by the expanding thoughts of death-
the ultimate freedom, which is an embraceable dream. 
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THE MARRIAGE OF TRUE MINDS-IDEAL FRIENDSHIP 
IN TWO GENTLEMEN OF VERONA 
Paul R. Thomas* 
ABSTRACT. The article concerns Shakespeare's presentation, in Two Gentle-
men of Verona, of the renaissance notion of the "amitie" or ideal friendship 
between two men. The vagaries for modern readers in the characterization of 
women in this play disappear when the "amitie" concept is understood. 
Additional index words: "amitie," ideal friendship, blood brothers. 
One of the difficulties modern readers have with Shakespeare's early 
play Two Gentlemen of Verona is identifying with the salient ideas informing 
the drama. No one seriously accepts the dogma of courtly love anymore, 
despite the highly amusing and often accurate descriptions of love sickness 
that still have a currency. But even more alien to our age of self-realization, 
coeducation, and "do your own thing" is the orthodox renaissance code of 
ideal friendship between two men. In this article I will show the development 
of perfect friendship in some analogues antedating Two Gentlemen of Verona, 
1 
noting the similarities with the Shakespearean text, and will argue the necessity 
of understanding the idea of "amitie" (ideal friendship) i11 this play in order to 
avoid the gross oversimplification of labelling the idea as an example of "male 
chauvinism." 
The most popular example of ideal friendship from antiquity was the 
story of David and Jonathan. Because it came from the Bible , this story con-
tinued to have special authority in Shakespeare's day. Beginning quite spon-
taneously with their meeting after David's beheading of Goliath, the friend-
ship of Jonathan and David soon transcended ordinary relationships: "[T] he 
soul of Jonathan was knit with the soul of David, and Jonathan loved him as 
his own soul. ... Then Jonathan and David made a coven;mt, because he loved 
him as his own soul. And Jonathan stripped himself of the robe that was upon 
him, and gave it to David, and his garments, even to his sword, and to his bow, 
and to his girdle." (I Samuel 18.1, 3, 4.) 
Several elements found in the ideal friendship of Valentine and Proteus 
in Two Gentlemen of Verona are analogous to this first reference to the friend-
ship of David and Jonathan. First of all, the two have become one in soul. In 
Two Gentlemen of Verona, Proteus expresses how closely his soul is knit with 
Valentine's . In his first speech he says: 
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Think of thy Proteus when thou [haply] seest 
Some rare noteworthy object in thy travel. 
Wish me partaker in thy happiness 
When thou dost meet good hap; and in thy danger, 
If ever danger do environ thee , 
Commend thy grievance to my holy prayers, 
For I will be thy beadsman, Valentine . (I.i.12-18) 
This speech gives us the necessary contrast with the altered shape Proteus casts 
himself into after being affected by the beams from Silvia's eyes. An exemplum 
in Thomas Elyot's The Gouernour, a source Shakespeare no doubt used in Two 
Gentlemen of Verona, goes even farther with the idea of unity between true 
friends. Titus of Rome and Gisippus of Athens are not only one in soul but are 
also similar in physical stature, age, complexion, appearance, and speech. "[I] t 
semed none other, whan their names were declared , but that they hadde onely 
chaunged their places, issuinge (as I moughte saye) out of the one body , and 
entringe in to the other. "
2 
The second element of the ideal friendship of David and ] onathan is 
the sacred covenant the two have taken and which they renew from time to 
time (see I Samuel 20.8, 12-17, 42; 23.18). In Chaucer's "Knight's Tale," 
which Shakespeare seems to have made some use of later in A Midsummer 
Night's Dream, the two royal Theban princes , those first cousins, Palamon and 
Arcite, who are very much alike physically as are Titus and Gisippus,
3 
have also 
sworn a sacred oath to be blood brothers until death . When Arcite falls in love 
with Emelye, Palamon 's beloved (as Proteus falls in love with Silvia, Valentine's 
beloved), Palamon reminds Arcite of his duty as a friend: 
It nere . .. to thee no greet honour 
For to be fals, ne for to be traitour 
To me, that am thy cosyn and thy brother 
Ysworn fol depe, and ech of us til oother, 
That nevere , for to dyen in the peyne, 
Til that the deeth departe shal us tweyne, 
Neither of us in love to hyndre oother, 
Ne in noon oother cas, my leeve brother; 
But that thou sholdest trewely forthren me 
In every cas, as I shall forthren thee,-
This was thyn ooth, and myn also, certeyn; 
I woot right wel, thou darst it nat withseyn. 
Thus artowsof my conseil , out of doute, 
And nowsthow woldest falsly been aboute 
To love my lady, whom I love and serve , 
And evere shal til that myn herte sterve. (1.1129-44) 
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The ensuing dialogue between Palamon and Arcite is analogous to scene four of 
Act II in Two Gentlemen of Verona. Arcite counterargues that although 
Palamon saw and loved Emelye first, Palamon had loved her as if she were a 
goddess, a Venus (I.1102) . On the other hand, Arcite loves Emelye as a woman , 
"a creature" (I.1159). In Two Gentlemen of Verona, the love of Proteus for 
Silvia is not openly revealed at this point in Act II (cf. V.iv.28 ff.), but Proteus' 
estimation of her is the same as Arcite's is of Emelye, just as Valentine's 
idealized image of Silvia corresponds, in a Christian setting, with Palamon 's 
image of Emel ye: 
Pro. Was this the idol that you worship so? 
Val. Even she; and is she not a heavenly saint? 
Pro. No; but she is an earthly paragon. 
Val. Call her divine. 
Pro . I will not flatter her. (II.iv.138-41) 
In a soul-revealing soliloquy at the end of this scene, Proteus tells the audience 
he knows he has transgressed against his friend Valentine (186 ff.) . In soliloquy 
again, in an even clearer reference to the higher nature of the vows he is break-
ing with Valentine than vows with a woman, Proteus says: 
To leave my Julia, shall I be forsworn; 
To love fair Silvia, shall I be forsworn; 
To wrong my friend, I shall be much forsworn; 
And ev'n that pow'r which gave me first my oath 
Provokes me to this threefold perjury. 
Love bade me swear, and Love bids me forswear. 
(II.vi.1-6; italics mine) 
This is a specious argument, for the love Proteus has for Valentine should be of 
a higher order than his love for either of the women . As David lamented at the 
news of the death of Jonathan, he said of his friend's love: "Thy love to me 
was wonderful, passing the love of women" (II Samuel 1.26). In his story of 
Titus and Gisippus, Elyot confirms this principle. As in the plot of Two Gen-
tlemen of Verona, Gisippus and Titus fall in love with the same woman-
Sophronia. Gisippus , Sophronia's betrothed, finally discovers why Titus has 
grown melancholy, for his heart has been pierced by Cupid's arrow. Since 
Titus' love for Sophronia is more intense than Gisippus', for Titus has suffered 
love sickness while Gisippus has not, Gisippus yields her to his friend as a true 
friend should, according to the code of ideal friendship. After all, it is only 
natural that true "amitie" should produce similar tastes in all things, including 
women. Elyot knows his audience will willingly suspend disbelief as Titus 
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arrives at the bridal chamber to consummate a marriage the Athenians assume 
is between Gisippus and Sophronia. There is no need to pity Sophronia , for by 
marrying Titus she is marrying a "Gisippus" who loves her more than the real 
Gisippus. Besides, the story is not about love between man and woman as much 
as it is about the love between two noble male friends . To emphasize that 
point, Sophronia is never named until after the wedding. The text asserts she 
goes horseback riding with Titus and bears him lovely children-and that is all 
it says of her (pp . 168-79). Emelye in the "Knight's Tale" and Silvia and Julia 
in Two Gentlemen of Verona are not very complex characters either. Attention 
focuses on the relationship of the ideal male friends in all these plots. 
Perhaps the great paradox of Two Gentlemen of Verona is that by 
"losing" Silvia to Proteus , Valentine "finds" her (cf. Matthew 10.39). The 
third aspect of David and Jonathan's special relationship is liberality in giving 
of oneself or one's goods. To the relatively poor David, Jonathan gave all his 
princely vestments and weapons. To Palamon, the dying Arcite, victor in battle, 
commends his lady Emelye (I.2783-97). To Titus, Gisippus gives his bride-to-be, 
and thereby his reputation among his kinsmen. To Proteus, Valentine , the 
faithful friend and lover , gives his Silvia in these words: 
Who by repentance is not satisfied 
Is nor of heaven nor earth; for these are pleas 'd ; 
By penitence th' Eternal's wrath 's appeas'd. 
And, that my love may appear plain and free, 
All that was mine in Silvia I give thee. (V.iv.79-83) 
There can be no holding back between true friends. As Elyot says, "a frende is 
proprely named of Philosophers the other I. For that in them is but one mynde 
and one possession . ... " (II.xi ; p . 164) 
In addition to giving of oneself, the true friend must be constant. 
Friendship is usually found among those noble men "which be wyse and of 
nature inclined to beneficence, liberalitie and constance. [Proteus, the changing 
one, thus disqualifies himself as friend to Valentine .] . .. And in them that 
be constante [Valentine] is neuer mistrust or suspition , nor any surmise or 
iuell reporte can withdrawe them from their affection, [notice how quickly 
Valentine forgives the repentant Proteus , for example] and hereby frendship 
is made perpetuall and stable." (The Gouernour, II.xi; pp. 163-64; italics mine.) 
Proteus has broken vows and has been inconstant with Valentine, Julia, Silvia, 
the Duke, and Thurio . But this is a curative comedy. Turning the motif upside 
down of the monstrous sea god who could change his shape at will , that is, 
Proteus , Julia shows she has literally become a Proteus , a changer of shapes, in 
order to help Proteus regain his reason. Passion and sense have come to domin-
ate Proteus' life-he has become effeminate. By adopting the form of a man, 
THE MARRIAGE OF TRUE MINDS 191 
Julia becomes masculine (rational) to aid her beloved Proteus in achieving the 
proper balance-reason dominating will and desire. (Cf. Sonnet 144.) He 
apparently cannot achieve balance by himself, fo r he has aid at the end of 
Act II , scene four : "If I can check my erring love, I will; I If not , to compass 
her I'll use my skill" (207-08). By the end of Act V, with Julia 's constancy as a 
guide, Proteus is restored to right reason: 
Pro. 0 heaven , were man 
But constant, he were perfect! That one error 
Fills him with faults , make him run through all th' sins. 
Inconstancy falls off ere it begins. 
What is in Silvia's face but I may spy 
More fresh in Julia's with a constant eye? (V.iv.110-15) 
Inconstancy is commonly the fate of the lover in idleness (see I.i .8), a fate 
Valentine has warded off by keeping busy in court-and in outlawry . 
A strange similarity in plotting in the analogous accounts of "amitie" 
cited in this paper is the exiling or turning to outlawry (and thus becoming an 
exile) of one of the friends in each of these stories. In order to protect his life 
from jealous King Saul, David absented himself from court and became an out-
law in Saul's eyes: "And every one that was in distress , and every one that was 
in debt, and every one that was discontented, gathered themselves unto him; 
and he became a captain over them: and there were with him about four 
hundred men" (I Samuel 22 .2). With as slight a plot as Two Gentlemen of 
Verona has, it is striking that here is another element that is analogous to the 
David and Jonathan "amitie." As if speaking to David in exile , the Third Out-
law says: 
What say'st thou? Wilt thou be of our consort? 
Say ay , and be the captain of us all! 
We'll do thee homage and be rul'd by thee , 
Love thee as our commander and our king . (IV.i.64-6 7) 
Consistent with this, in the "Knight's Tale ," Arcite on being released from 
prison was commanded, on pain of death, never to enter the territory of Duke 
Theseus. (He returned in disguise, however.) Even Gisippus is banished from 
Athens by his kinsmen and deprived of his property after he had embarrassed 
them by giving Sophronia to Titus. Functionally, the separations, exiles, and 
outlawry may show that true friendships need not be affected by absence or 
change in fortune. Of the false change in Proteus , Valentine says , "Thou hast 
beguil'd my hopes. Naught but mine eye I Could have persuaded me" (V.iv. 
64-65) . The true friend is constant despite the changes of this world. 
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The story of Titus and Gisippus makes it very clear that true friends 
form a unit to improve minds and to teach each other philosophy, helping to 
establish a sounder relationship in married love, when that time comes (p. 167). 
How are we to explain the strange philosophy of a Valentine who is perfectly 
willing to offer Silvia to the man who had nearly ravished her moments before? 
Certainly as liberated modern critics we ought to cry "male chauvinism" at 
that, or should we? For one thing, this play is not dressed in realistic attire 
but in the costume of romance . The giving up of Silvia is the necessary test of 
Proteus' reformation as a friend. Symbolically, Silvia has been the impediment 
preventing the marriage of the minds of Proteus and Valentine. As in the story 
of Titus and Gisippus, the friends are so alike that a woman fit to be wife to 
one should be quite acceptable to the other. But Shakespeare is as merciful to 
his character Silvia's dilemma as Elyot is to Sophronia, and as Chaucer is to 
Emelye. In each case, the man who worships the woman as a goddess prevails. 
To be a true friend, as the code directed, Proteus could not be less generous 
than Valentine. That Proteus yields his rights to Silvia and returns to the 
faithful Julia is evidence of his cure. The four lovers will all soon be united in 
''one mutual happiness" (V.iv.173 ). 
NOTES 
1 
Line references are found in The Complete Works of Shakespeare, ed. Irving 
Ribner and George Lyman Kittredge (Waltham, Mass.: Ginn and Co., 1971). 
2 
The Gouernour, II. xii; Everyman 's Library ed. (New York: Dutton, 1907), pp. 
166-67. Subsequent citations will appear in the text. 
3
See the " Knight 's Tale, " I.1011-12 as found in the standard edition, The Works 
of Geoffrey Chaucer, 2nd ed., ed. F. N. Robinson (Boston : Houghton Mifflin , 1957). 
Further citations will appear in the text. 
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ORATORY AND POLITICAL ACTION IN 
JONSON'S CATILINE HIS CONSPIRACY 
Raymond V. Utterback* 
ABSTRACT. Ben Jonson employs the orations in Catiline his Conspiracy to 
reveal the conflicts between overt statements and concealed motives as Catiline 
and Cicero contend for the destruction or preservation of Roman society. Cati-
line cannot sustain his respectable image when Cicero's verbal attack goads him 
into rejecting the civility of words for the brutality of physical assault. Cicero 
more capably than Catiline adapts his mode of speech to his varied audiences 
and proves more effectual in the rhetorical struggle. The conflict is reduplicated 
in the subtle address by Caesar and the opposing blunt oration by Cato about 
the punishment due to Catiline's confederates, where concealed motives or 
questionably demagogic procedure complicates the orations' literal import. 
Rome's defenders preserve civilization by using means like those of the con-
spirators. The impression produced is that Rome is in a desperate condition and 
escapes destruction not because of its worth, but through the dedication and 
the strategic skill of Catiline's opponents. 
Additional index words: Ben Jonson, Catiline, Roman Plays, oratory, 
rhetoric, renaissance tragedy, and drama and politics. 
The formal speeches in Catiline his Conspiracy have been, understand-
ably enough, the subject of sharp dramatic criticism, for as static ''perform-
ances" they evidently impede the progress of the action . T. S. Eliot character-
ized the tragedy as "a wilderness of rhetoric," and G. R. Hibbard virtually 
dismissed the last three acts because the audience's patience is sorely tried by 
Cicero's long speech denouncing Catiline to the Senate.
1 
The appreciation of 
the speeches that has been offered seems limited to acknowledgment of ] on-
son 's skill and technique in providing English blank verse adaptations and com-
pressions of the Latin originals, a point stressed by the Oxford editors, C. H. 
Herford and Percy Simpson, and also by the play's recent scholarly editors, 
W. F . Bolton and Jane F. Gardner.
2 
Beyond the questions of their dramaturgi-
cal problems and their relations to the original sources, however, one may in-
quire what Jonson's use of orations in the tragedy conveys about his concep-
tion of the world of Catiline and Cicero, and how they relate to his views con-
cerning the conflict between them. Given their focus on Catiline's conspiracy, 
the play's events tend toward anticlimax, for Catiline's plans to be elected 
*Department of English, Georgia State University, Atlanta , GA 30303. 
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consul, assassinate his opponents, create an emergency through arson, and 
install Lentulus as King (or so Catiline pretends)
3 
realize not the slightest 
fulfillment. The subsidiary plot to assassinate Cicero likewise fails ignomin-
iously. Almost by necessity, therefore, the dramatist turns to the maneuvers 
of Catiline and Cicero as the two antagonists attempt to lead others in their 
opposed aims of destroying or delivering Rome. 
Both Catiline and Cicero are impelled to recruit other men to support 
them by violent acts, on the one hand, or by mobilizing the power of the 
state, on the other. Throughout the tragedy, Catiline's ambition, treason , and 
nihilistic determination to destroy are sharply contrasted with Cicero's guard-
ianship and preservation of the civilized order. This clash of purposes and 
motives is so extreme, in fact, that the similarity of the two men's methods and 
attitudes is little short of astonishing. The oratory of the play, considered 
against the context the drama gives each speech, constitutes one of the means 
for exhibiting these facts; the play presents a virtual duel of rhetoric and action 
in which an aggressive Catiline, confronting a calculating Cicero, is outfaced by 
this clever and dedicated consul determined to save Rome even from itself. 
By their nature, orations express public roles and appeal to publicly 
respectable principles and motives. In this tragedy, however, as Anselm Schlos-
ser notes, Jonson is prone "to attribute almost every single action to shady 
motives. Where his sources fail him in this, he supplies explanations of his 
own .... "
4 
Not surprisingly, therefore , the speakers' public positions regularly 
have an oblique relation to their real feelings, their real intentions, and their 
private selves. Personally, Catiline and Cicero both regard the Romans as self-
centered, bitterly divided, corrupt, apathetic to public good, and dangerously 
oblivious to destructive elements in their government, despite the horrors of 
recent civil war and the outrageous tyrannies and atrocities of Sulla. But since 
expression of their true opinions would alienate their auditors, each adopts 
more publicly acceptable postures on the occasions when he must manage an 
appeal to others. 
Catiline naturally divides the Romans into supporters and enemies, 
but he has only contempt for both. Early in the play he describes his sup-
porters to Aurelia as rogues, profligates, and criminals who can be won with 
low bribes (1.162-71). 5 Later he calls them "the dregs of mankind" (111.716). 
and he enumerates them as "dull, stupide LENTVLVS," "rash CETHEGVS"-
his "executioner"-, miscellaneous "labourers, pioneers, and incendiaries," 
and women who are "domesticke traytors, bosome theeues" (111.716, 722-28). 
This portrayal makes Catiline seem a sort of monstrous gangster surrounded by 
his low henchmen, the very opposite of the idealistic revolutionary he pretends 
to be. Catiline intends to use all of them and make things "so sorted" that 
their labor will become his profit (111.732-3 3). Towards his enemies Catiline 
naturally bristles with animosity and envy, hating particularly Cicero, the 
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"new man." When, however, Cicero defeats him in the election for Consul, 
Catiline dissimulates, hiding his rage and calling Cicero the choice of the gods 
(111.120). But later at a crucial moment he cannot refrain from shouting scorn-
ful and venomous abuse: 
The gods would rather twentie Romes should perish, 
Than haue that contumely stucke vpon 'hem, 
That he [Cicero] should share with them , in the preseruing 
A shed, or signe-post. (IV.481-84) 
Because no Roman has Catiline's repect, he coolly manipulates his supporters 
and despises those he would supplant. Yet to such Romans Catiline must 
appeal in his speeches if he is to establish and maintain his plot, let alone 
survive to control the Rome his actions would create. 
Cicero similarly regards his countrymen as degenerate. When he learns 
from a most unexpected source-the courtesan Fulvia and her current lover 
Curi us- the very secret of the conspiracy, he offers fulsome praise, elevating 
them to patriots of the highest nobility. Such flattery perpetuates Fulvia's 
loyalty and usefulness. But privately Cicero reflects later that her contemptible 
status is itself a judgment on the city: 
Is it not strange, thou [Rome] should'st be so diseas'd, 
And so secure? But more, that the first symptomes 
Of such a maladie, should not rise out 
From any worthy member, but a base 
And common strumpet, worthlesse to be nam 'd .... (111.447-51) 
Yet, like Catiline, Cicero must rely on the base and unworthy , and he knows 
how to make base motives serve his cause. Fulvia's vanity and Curius' cowardly 
self-interest are thus whitewashed at the same time they are being exploited. 
Twice in the midst of his words about love and duty to country Cicero indi-
cates to the impecunious nobleman that the Senate will give generous rewards 
for his information. Though the spokesman for the ideals of the republic, 
Cicero also participates cleverly and intelligently in the contest for the manipu-
lation of imperfect men. 
Observing this pervasive opposition in the tragedy between the respect-
able and the selfish, the idealistic and the cynical, the overt and the covert 
appeal of word or action, one can see how] onson uses the orations in project-
ing the contrasts and themes. Formal speeches occupy a large position in the 
construction of the tragedy (nearly 1000 of 3468 lines being addresses to some 
assembly), so that there is a total of twelve orations of at least 2 5 lines each . 
Catiline speaks four and his secret supporter, Caesar , speaks one ; the remaining 
seven are delivered by those loyal to the established order of Rome-Cicero 
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(four), Cato (one), and Petreius, commander of the troops (two). The first six 
orations alternate between Catiline and Cicero, while the last six, all in Act V, 
relate directly to the fates of the defeated conspirators. The latter group in-
cludes the two opposing battle orations, the judicial orations in the Senate, and 
the report of the defeat of Catiline's forces in arms.
6 
The play even offers a 
sort of parody of this tendency to orate by including a comic description of an 
off-stage oration delivered by Sempronia to a ''counsell of ladies"; Fulvia 
reports how she 
had both her greeke, and figures; 
And, euer and anone, would ask vs, if 
The witty Consul could haue mended that? 
Or Orator CICERO could haue said it better? (III. 777-80) 
Even in the comedy of this speech Jonson emphasizes the substitution of sur-
face for substance and "performance" for meaning, thus illustrating the same 
themes about truth and genuineness found in the serious speeches and their 
contexts. 
In the first oration (1.326-420, 429-98) Catiline incites his followers, 
already carefully recruited, and the speech culminates in the symbolic and 
bloody ritual oath. Relying closely on Sallust for the composition of this 
oration, 
7 
Jon son characteristically intensifies the description of the luxury of 
those in power and the personal challenges Catiline makes. This is the longest 
and most polished of Catiline's orations, rich in details suitable for inciting men 
against the holders of power , bitterly attacking "injustice" in Rome, and 
forceful in its climax. Beginning with a traditional compliment to the worthi-
ness of the audience, Catiline carefully introduces "this great and goodliest 
action" ( 33 8), an insurrection in the name of liberty. Having made this pre-
paration, Catiline insinuates the principal motive to which his speech actually 
appeals-envy: 
All places, honors, offices are theirs! 
Or where they will conferre 'hem! They leaue vs 
The dangers, the repulses, iudgements , wants: 
Which how long will you beare, most valiant spirits? (1.361-64) 
Although he continually returns to speaking of honor, virtue, liberty, and 
duty, the base ambitions of these "valiant spirits" are being mobilized to ad-
vance Catiline's schemes. What he proposes is not a more just government, but 
that he and his followers seize the rich and powerful's privileges for themselves. 
"Meet the libertie you oft haue wish'd for," he says in line 410, but by line 
4 7 4 he is offering the following: 
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Is there a beau tie, here in Rome, you loue? 
An enemie you would kill? What head's not yours? 
Whose wife, which boy, whose daughter. .. ? (I.474-76) 
Catiline thus holds out two incompatible satisfactions: his followers will be-
come the saviors of Rome, and they will indulge all their passions and lusts. 
Catiline 's second speech (111. 555-90, 630-57) is an attempt to in-
crease morale after his loss of the consular election, but it suffers an embar-
rassing interruption and only serves as a preface to an exacerbation of the 
tensions and animosities among the conspirators. Cethegus charges that Cati-
line is just wasting time (III. 5 88-90 ), and the fevered peroration arouses no 
such congratulatory response as greeted the first speech. Instead, the conspir-
ators make Catiline admit lamely that Cicero has won the other consul, An-
tonius, to his side, and they fall to bickering over their course of action and 
their precedence in a newly hatched plan of assassinating Cicero. 
8 
Catiline's 
rhetoric does not shape the direction of the action nor unify the men whose 
jealousies and cross-purposes exhibit the instability of the conspiracy. 
In Act IV Catiline suffers an even more dismal rhetorical failure. 
Against Cicero's vituperative indictment Catiline is unable to make a coherent 
reply, although he begins with ardent deflation of Cicero's rhetoric: 
If an oration, or high language, Fathers, 
Could make me guiltie, here is one, hath done it: 
H 'has stroue to emulate this mornings thunder, 
With his prodigious rhetoricke. (IV.462-65) 
Such words quickly degenerate, however, into angry fulminations and worse. 
In the previous act Jonson had given Catiline a statement that here provides 
the measure for the depth of his present failure. When he was denying ac-
cusations of hostility and feigning acceptance of Cicero's election, Catiline had 
loftily placed himself above reproach, refusing even to dignify the claims 
against him with reply and declaring, "Who's angrie at a slander makes it true" 
(111.143 ). Now, in response to Cicero's denunciation, Catiline grows volcan-
ically furious , so that his fury destroys his credibility and makes the slander 
true. When his insults to Cicero get strangled by his passion, he finally (and 
characteristically) abandons the civility of words for the direct brutality of 
physical assault. 
9 
Thus his rhetorical incoherence thwarts the progress of his 
own conspiracy. 
There are two further orations by Catiline in Acts IV and V. They con-
firm that he is still a powerful and dangerous antagonist in the more favorable 
environment of his followers. His words reorganize the conspiracy and turn the 
strategy into a direct assault on Rome from without. His pre-battle oration 
frankly assesses the military plight of his army but is audacious and heroic in 
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defying Death, Fate, and the Furies too. Together , Catiline's speeches exhibit 
the rise and the dangerousness of the conspiracy. The falseness of his references 
to honorable motives and the bankruptcy of his appeals to stock reactions 
clearly dramatize his own inner failure, as does his reaction to Cicero's oration, 
and they place him outside the play's framework of civilized values. 
Cicero 's first speech (111.1-56, 75-83) espouses the ideals and virtues 
that he seeks to revive in public service and is fitting for what amounts to an 
inaugural address for his consulship. 
1 0 
The attitudes expressed are morally 
orthodox, the sentiments are solemn, and the style is impeccable, except for 
some self-conscious posturing, as when Cicero presents his life as a sacrifice to 
be lived only for Rome (111 .7 5-80). That the Romans are hardly worthy of the 
complimentary attitude he expresses towards them only emphasizes how much 
they need a man of selfless dedication in powerful places. 
It is Cicero's second oration (IV.170-461) which has flabbergasted 
audiences and critics by its dramatically insupportable extent. While it repre-
sents ] onson 's adaptation of the Oratio in Catilinam Prima, it is also, in fact, 
an epitome of the whole extensive attack on Catiline which Cicero had begun 
in 60 B.C. The speech presents and then develops several themes: Catiline's 
notorious background, his previous crimes, and his forfeiture of a place in the 
society of decent men; the Consul's unselfish watchfulness for the public good 
and the state's safety, the aborted attempt on his life, and his knowledge of the 
conspiracy's every detail; and the incredulity of many about the charges 
against Catiline. It culminates in a demand for Catiline to remove himself 
from the Senate, coupled with an explanation why harsher penalties are not 
immediately demanded. 
1 1 
The Roman Senate was not strictly a judicial body 
competent to try charges of treason, as was the English House of Lords, yet 
Cicero's speech on this occasion is the equivalent of a prosecutor's case at such 
a trial. The difficulty is that , while Catiline 's criminality could not be more 
strongly asserted, real evidence of his guilt is not presented. Cicero neither 
reveals the source of his information nor proves its reliability. The oration-
and the observation applies to its original as well-exhibits a logical weakness 
warned against in theories of judicial rhetoric that go back as far as Aristotle 
himself. This source comments as follows: 
Another topic is that of constructing or destroying 
by exaggeration, which takes place when the speaker, without 
having proved that any crime has actually been committed, ex-
aggerates the supposed fact; for it makes it appear either that 
the accused is not guilty, when he himself exaggerates it, or 
that he is guilty, when it is the accuser who is in a rage. There-
fore there is no enthymeme ; for the hearer falsely concludes 
that the accused is guilty or not, although neither has been 
proved. 
1 2 
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Cicero's oration seems to be an "exaggeration" in this sense. It is, in fact , 
demagogic, and Cato's response condemning anyone who objects to a sum-
mary death sentence for Catiline (222) confirms the dangerous tendency of 
such demagogic rhetoric, something Cicero well knows, as is shown by his 
earlier references to Sulla. Why has Cicero , then, employed this sort of speech? 
It seems that he has no other suitable means available. He had only ignoble 
spies as witnesses, and he is aware that Catiline has secret sympathizers like 
Crassus and Caesar in the Senate itself. The rhetorical onslaught is his weapon, 
and he uses it effectively to drive Catiline into a publicly untenable position , as 
well as to force the sympathizers to publicly dissociate themselves from the 
discredited plotter. Cicero's means are those available to him in a degenerate 
Rome. 
Other means are employed when Cicero makes his third address, a 
private speech to the Allobrogian ambassadors (IV.600-706). Cicero's style is 
adapted to the occasion and is here quite different from the rotundity of the 
previous orations. Heavy with subjunctives and hypothetical suppositions, it 
is a subtle and sinuous instrument for the conduct of diplomacy, the language 
of a master politician. Beneath the superb politeness of form, however, lie 
powerful arguments threatening reprisals for supporting the government's 
enemies and, on the positive side, promising to redress the grievances the 
Allobroges have complained about. This confirms the Allobroges' compliance 
with Cicero , and the encounter concludes with Cicero's directing them in a 
scheme for obtaining documentary evidence of the treason. The consul will 
close the logical gap. 
The subsequent arrest of conspirators, furthered by this counterplot , 
leads to the last of Cicero's orations (V.228-80), an exposure and denuncia-
tion of the conspiracy to the Senate. This oration graphically describes the 
enormity and perverseness of the conspirators' intended destructive activities, 
which would leave the city "buried with the heapes I Of slaughter'd citizens, 
that had no graue" (V.262-63 ). The convictions expressed in the speech are 
not now an "exaggeration," but are based on a description of the intended 
actions of the conspirators. The emphasis is given to the suffering that would 
be endured by the innocent victims, so that it is one of the most moving 
speeches in the tragedy. The issue now is what judgment is to be passed against 
the guilty, a subject which becomes the object of another rhetorical struggle 
wherein the same complexities of attitude and obliqueness of method may be 
observed that characterize the rhetoric of Catiline and Cicero. 
The principal speakers in the debate over the punishment of the con-
spirators are Caesar and Cato. Caesar's speech represents, indirectly, the last 
stand of the conspiracy. Jonson uses about one-third of the material of his 
source in Sallust, omitting historical parallels and, significantly, the strong 
attack on the illegality of a death sentence. Although Caesar does mention the 
excesses under Sulla, the speech Jonson gives him omits all reference to the 
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Sempronian law, which forbade summary execution of any citizen. Historically 
this was an important matter, because Cicero later suffered exile due to his 
responsibility for the death penalties that were inflicted. 
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Without invoking 
the technical provisions of the law, however, the play's Caesar attempts to save 
the conspirators' lives by an alternative proposal of perpetual imprisonment. 
His speech is pronounced with deference , suavity, and smooth deliberativeness. 
Wavering Senators rise to support Caesar's views, and at that point Cicero gives 
a short, noncommital summary of the alternatives (Jon son does not dramatize 
the historical consul's actual role in seeking the death penalties). The point of 
the scene seems more than the fates of the conspirators; the emphasis lies on 
the process by which the Senate is led to its decision and the means by which 
the choices are determined, illustrated in the complex and even contradictory 
relations between the content of the speeches and the purposes the speakers 
are attempting to further. 
When even Syllanus apologizes to the Senate for having proposed the 
death sentence in the first place , Cato responds with an oration that sends 
everyone's thoughts in another direction. Cato's oratory is belligerent and 
assertive, unlike that of any other speaker in the play, and he is the only one to 
employ extensively the device of sarcasm : 
0, but, they, are great men , and haue offended, 
But, through ambition. We would spare their honor: 
I, if themselues had spar'd it, or their fame, 
Or modestie, or either god, or man: 
Then I would spare 'hem. But, as things now stand, 
Fathers, to spare these men , were to commit 
A greater wickednesse , then you would reuenge . (V.554-60) 
Cato makes an impression that is unanswerable, and now, accusing themselves 
of base leniency, the Senators accept Cato's sentence. 
This opposition of Caesar and Cato for control of the Senate's mind 
exhibits the shadowy nature of the political struggle. Caesar has a secret motive 
for opposing the death penalty. Cato , on the other hand, has no secrets, but his 
proposal suspends the proper course of the law, thus strengthening dema-
goguery and reopening the possibility of more abuses like the Sullan proscrip-
tions , the very situation warned against by Caesar. Like Cicero in the long 
speech of denunciation, and also like Catiline, Cato is confident in the end's 
justifying the means. Instead of giving the impression that the conspirators have 
been hoist with their own petard, however, Jonson's drama arouses the sober 
reflection that one danger confronts the republic on the right hand and another 
on the left. Catiline's ambition and anarchy could be matched, were not a 
Cicero in power, by a savage repression holding itself above the law. 
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The orations in Catiline his Conspiracy are elements in a great political 
struggle. They are all directly related to the conspiracy's fortunes in one way 
or another, and crucial decisions are made as they arouse whole groups of men. 
This appears even in the two juxtaposed battle orations, by Petreius and 
Catiline , and in the final oration, Petreius ' report as tragic messenger announc-
ing the completion of the armed struggle and its outcome. Catiline's orations 
offer publicly defensible bases for his conspiracy, but they also arouse cruder 
motives within followers already disposed to accept his aims. He is most suc-
cessful in virtually stage-managed situations that assure his primacy and his 
audience's approval. In divided situations or when surrounded by opponents 
or unconvinced neutrals he does not achieve effective control of men through 
his rhetoric. Cicero, on the other hand, addresses an unknowing, wavering, 
unconvinced, or partisan audience whose support he must win, and he ex-
hibits a superior ability to frame his discourse for each audience and for vary-
ing circumstances. He also shows much more flexibility in subject and style. 
His position is a difficult one. He must penetrate the concealed purposes of 
Catiline, lead others to accept and act on his convictions, cajole spies, achieve 
the cooperation of aliens, and outmaneuver potential and outright enemies. 
He must also know when to supplement discourse with extra-rhetorical sup-
ports, such as the promise of gold for Curius or threats to the Allobroges. 
While he enunciates the republic's ideals in his first oration, Cicero fulfills 
them with a deviousness made necessary by Rome's weaknesses as well as 
by the predictable difficulties of counteraction against a secret conspiracy. 
Persuasive rhetoric Cicero can use effectively, and he can also practice a polit-
ical realism that indicates Jonson's sagacious understanding of the problem of 
doing good in a corrupt world.
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The Rome of this tragedy escapes Catiline's 
destructive force not through its merits, but through the skills of a defender 
willing to imitate even Catiline's method to win Rome's safety. In illustrating 
an aspect of Cicero's manipulation of men and events the orations serve as part 
of the play's action even as they illuminate the tragedy's moral and social 
themes and make one ponder the capabilities and limits of rhetoric in a cor-
rupt and desperate political world. 
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